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JEAN  DUVET 


B 


DUVET.  The  Annunciation  (R.-D.  5) 

Size  of  the  original  engraving.  231  x 169  mm. 
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JEAN  DUVET 


By  a.  E.  POPHAM 


iEAN  DUVET  is  mentioned,  generally  with 
disapproval,  in  all  general  works  on  the 
history  of  engraving.  His  place  as  the 
earliest  Erench  engraver  is  secure,  but  his 
technical  incompetence  in  this  capacity  has  disgusted 
those  who  have  admitted  his  pre-eminence  in  time. 
From  Michel  de  Marches  onwards  hardly  a single  writer 
lias  been  able  to  approve  him  as  an  artist  ; even  his 
principal  biographer,  M.  de  la  Boullaye,^  enters  on  his 
task  with  a deprecatory  air,  as  if  to  pay  so  much  atten- 
tion to  so  bad  an  artist  needed  explanation.  Apart 
from  him  the  most  sympathetic  treatment  is  accorded 
to  Duvet  by  Jules  Renouvier.^  Since  de  la  Boullaye's 
work  appeared  in  1876  only  one  article  of  importance 
has  been  published  on  this  artist.^  The  notices  in 
Thieme  & Becker’s  “ Allgemeines  Kiinstler-lexikon  ” 
and  Andre  Michel’s  “ Histoire  de  TArt  ” are  succinct 
in  the  extreme  and  add  no  new  information.  The 
contempt  of  Mariette  and  the  writers  of  the  eighteenth  and 
early  nineteenth  century  is  comprehensible.  Duvet  was 
“ Gothic  ” in  spirit,  in  an  age  which  had  learnt  better  ; 
technically  imperfect  at  a time  when  Diirer  and 


^ E.  Jullien  de  la  Boullaye,  “ Etude  sur  la  vie  et  les  oeuvres  de  Jean  Duvet,” 
Paris,  1876. 

2 Jules  Renouvier,  “ Des  types  et  des  manieres  des  maitres  graveurs,”  Mont- 
pellier, 1853. 

3 By  Jean  de  Foville  in  “ Le  Musee  ” for  1909,  pp.  113-122. 
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Marcantonio  had  shown  what  engraving  should  be  ; but 
later  writers  might  have  given  him  credit  for  an  in- 
spiration and  an  outlook  which  are  startlingly  original. 

The  isolation  of  some  artists  lends  to  their  figures 
a peculiar  vividness.  The  individuality  of  many  of 
the  greatest  is,  in  retrospect,  apt  to  lose  distinctness 
in  the  mass  of  work  produced  by  their  followers  and 
imitators.  Their  innovations  were  striking  to  their 
contemporaries,  but  were  so  soon  merged  in  the 
characteristics  of  their  schools  that  we  have  difficulty 
in  giving  them  credit  for  the  freshness  of  outlook  which 
really  distinguished  them.  In  contrast  to  these  stands 
a small  group  of  artists  of  strong  personality,  who 
strike  one  at  once  as  distinct,  not  only  from  their 
predecessors  and  contemporaries,  but  from  those  that 
succeed  them.  They  resemble  each  other  only  in  this 
that  they  could  not  or  would  not  conform  to  the  spirit 
of  their  age  ; consequently  they  were  apt  to  be  dis- 
regarded, and  left  no  mark  on  their  immediate  suc- 
cessors. The  exact  qualities  which  caused  their 
isolation  are  hard  to  define — -their  inspiration  has  more 
of  the  madness  inherent  in  genius  and  less  of  those 
qualities  which  ensure  equilibrium — but  Jean  Duvet 
can  clearly  be  included  among  them.  The  striking 
thing  about  his  work  is  its  unlikeness  to  that  of  his 
contemporaries  and  its  complete  aloofness  and  in- 
dependence. Some  of  its  outward  uncouthness  may 
be  attributed  to  its  provincial  origin,  but  essentially 
it  stands  alone,  not  only  in  the  France  but  in  the 
Europe  of  the  sixteenth  century.  The  spirit  which 
informs  it  has  nothing  to  do  with  the  spirit  of  the 
Renaissance,  though  its  forms  are  clothed  in  the  new 
dress.  It  goes  back  to  an  age  of  simple  and  fervid 
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DUVET.  Christ  Driving  the  Money  Changers  from  the  Temple  (Pass.  68) 
Size  of  the  original  engraving,  79  X 77  mm. 
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religious  belief,  to  the  age  of  Giotto,  and  looks  forward 
to  a single  personality,  that  of  William  Blake.  The 
resemblance  between  these  two  is  often  striking  and 
something  deeply  akin  in  the  genius  of  the  two  men 
must  be  supposed  to  account  for  it.  Both  derived 
their  formal  inspiration  in  large  part  from  Raphael, 
both  infused  into  these  forms  a spirit  of  their  own, 
a real  personality,  a contrast  indeed  to  the  emptiness 
of  Raphael’s  immediate  followers.  A mystical  and 
intensely  felt  religion,  an  inspiration  vivid  and  en- 
grossing, which  showed  little  interest  in  the  means  of 
expression,  explain  their  kinship.  In  both  so  absorbing 
was  the  idea  that  it  allowed  no  interval  between  con- 
ception and  execution,  and  consequent  on  this  the 
work  of  both  suffered  from  a lack  of  synthesis,  of 
arrangement,  without  which  no  pictorial  art,  however 
inspired,  can  truly  render  that  inspiration.  In  Duvet’s 
case  particularly,  the  inadequacy  of  his  means  of  ex- 
pression to  his  imagination  is  apparent  : it  was  apparent 
to  him,  as  engravings  like  Judas  hanged  (R.-D.  22)  and  the 
Entombment  (R.-D.  9)  go  to  show.  Through  their  weak- 
ness and  naivete,  one  feels  the  great  idea,  the  intense 
emotion  which  inspired  them — and,  dissatisfied,  left  them. 
And  Duvet  had  not  that  feeling  for  rhythm  which,  in  much 
of  Blake’s  work,  seems  to  come,  not  as  the  result  of  con- 
scious arrangement,  but  as  a secondary  inspiration,  and 
succeeds  in  expressing  the  very  essence  of  his  poetry.  In 
fact,  Blake  was  an  artist  of  design  as  well  as  a poet  : 
Duvet  was  perhaps  equally  inspired,  but  that  inspiration 
was  not  translated  by  one  who  was  essentially  an  artist. 

Of  Duvet’s  life  not  much  is  known. ^ His  real  name 
appears  to  have  been  Drouot,  and  he  is  often  referred 

The  particulars  from  the  archives  of  Langres  are  due  to  M.  de  la  Boullaye. 
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to  as  “ Jean  Drouot  diet  Duvet,”  though  occasionally 
as  “ Jean  Duvet  diet  Drouot.”  He  was  by  profession 
a goldsmith,  and  of  a reputation  sufficient  to  earn  him 
the  honourable  title  of  “ orfevre  du  Roi  ” under  Francis  I. 
and  Henry  II.  On  the  title  page  of  his  Apocalypse, 
dated  1555,  he  describes  himself  as  “ aurifaber  Lingo- 
nensis  ” (goldsmith  of  Langres)  and  gives  his  age  as 
70.  He  was  thus  born  about  1485,  and  it  was  naturally 
supposed  at  Langres.  A document  of  1529  (in  the 
“ Comptes  des  menuz  plaisirs  du  Roy  ”),  describing  him 
as  “ demourant  a Dijon,”  was  explained  by  M.  de  la 
Boullaye  as  referring  to  a visit  to,  or  temporary  domicile 
in,  that  city.  A discovery  of  M.  Philippe  Vallee,^  late 
archivist  of  Dijon,  throws  new  light  on  the  question. 
In  the  registers  for  1521  of  the  parish  of  St.  Medard 
of  this  town  a Drouot  du  Vai,  goldsmith,  is  mentioned, 
and  shortly  afterwards  a Jean  du  Vai,  his  son,  also 
goldsmith.  In  1532  the  widow  of  the  hrst-named  is 
taxed  at  18  “ gros,”  and,  in  a document  of  apparently 
the  same  time,  asks  for  remission  of  half  this  tax  on 
the  ground  that  her  son,  her  husband’s  heir,  is  resident 
at  Langres.  This  seems  as  conclusively  to  show  that 
Duvet’s  family  belonged  to  Dijon.  But  the  question 
is  complicated.  A detailed  description,  going  back 
to  1563  certainly,  of  a reliquary  executed  for  the  cathe- 
dral of  St.  Mammes  at  Langres,  is  preserved ; the 
reliquary  itself  perished  at  the  time  of  the  Revolution. 
The  document  includes  the  statement  : “ Ce  precieux 
chef  fut  commence  a Langres  par  Jean  Drouot,  orphevre 
en  1500,  et  ne  fut  acheve  qu’en  1524,  au  mois  de  mars.” 
If  this  statement  refers,  as  it  has  always  been  supposed 

^ Published  by  M.  Henri  Chabeuf  in  the  “ Journal  des  Arts,”  March  19th, 
1919.  M.  Francois  Courboin  kindly  called  my  attention  to  this  article. 
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to  do,  to  Duvet  the  engraver,  it  would,  literally  in- 
terpreted, imply  that  he  was  resident  at  Langres 
between  1500  and  1524.  As  in  1500  Duvet  was  only 
hfteen  years  of  age,  it  has  been  inferred  that  this  is 
a copyist’s  error  for  1510  or  1520  : twenty-four  years, 
too,  would  certainly  seem  rather  an  ample  time  for  the 
completion  of  any  reliquary,  however  elaborate.  It 
is  possible  the  work  was  executed  by  Duvet  the  father, 
who  may  also  have  been  called  Jean,  but  this  theory 
hardly  simplifies  things.  However  this  may  be,  unless 
the  copyist  is  again  at  fault,  one  of  the  Duvets  must 
have  been  resident  in,  or  very  closely  connected  with, 
Langres  for  some  time  previous  to  1524.  A “ Jean 
Drouot  orfevre  ” was  certainly  at  Langres  in  1521, 
when  he  was  called  in  to  advise  on  the  present  destined 
for  Francis  1.  and  to  assist  in  the  preparation  of 
mysteries  enacted  at  his  entry  into  the  city  in  that 
year,  and  the  same  Drouot  is  mentioned  there  in  1524 
and  1527.  The  account  of  1529,  where  he  is  described 
as  “ demourant  a Dijon,”  refers  to  a brass  bowl 
damascened  with  gold  and  silver  which  he  sold  to 
Francis  1.  for  205  livres  on  the  occasion  of  the  King’s 
entry  into  that  town  on  January  21st.  On  January 
12th,  1533,  the  King  again  visited  Langres,  and  Duvet 
was  once  more  commissioned  with  the  arrangements 
for  his  ceremonial  entry  into  the  town  and  with  making 
presents  of  jewellery  destined  for  the  Royal  Family. 
From  1546  he  is  engaged  in  engraving  the  series  of  the 
Apocalypse  by  order  of  Francis  1.  and  Henry  11.  He 
is  again  mentioned  at  Langres  in  1552.  According 
to  Millin^  he  was  working  in  Paris  in  1550,  but  on  what 
authority  (if  any)  this  statement  is  made  is  not  known. 

1 “ Dictionnaii'e  des  Beaux-Arts,”  II.,  p.  772. 
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DUVET.  Moses  and  St.  Peter  (R.-D.  19) 

Size  of  the  original  engraving,  235  X 162  mm. 
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He  was  living  at  Langres  on  June  3rd,  1556.  In  1561 
appeared  “ L'Apocalypse  figuree  par  Maistre  Jean 
Duvet  jadis  orfevre  des  Rois  Frangois  premier  de  ce 
nom  et  Henri  deuxieme.'’  This  implies  that  he  was 
alive  at  that  date,  but  how  soon  after  his  death  occurred 
has  not  been  ascertained. 

In  emphasizing  Duvet’s  originality  and  aloofness,  I do 
not  imply  that  his  external  style  remained  uninfluenced. 
This  was  far  from  being  the  case,  and  the  main  lines  of 
this  influence  are  apparent.  Duvet’s  style  derives  from 
Italy,  not  from  the  North.  The  artists  who  most  pro- 
foundly influenced  him  were  Raphael,  interpreted  by 
Marcantonio,  and  Mantegna.  Paul  Kristeller"^  and 
others  have  asserted  that  his  style  of  engraving  has 
most  in  common  with  that  of  the  Milanese  engravers 
of  the  beginning  of  the  sixteenth  century,  apparently 
adducing  in  support  of  this  the  fact  that  engravings  of 
that  school  were  attributed  to  him.  I can  see  little 
technical  affinity,  and  the  attribution  to  Duvet  of  Poison 
et  Contre-Poison  (R.-D.  61),  after  a drawing  by  Leon- 
ardo da  Vinci,  seems  only  explicable  on  the  ground 
that  a unicorn,  which  incidentally  figures  there,  was 
considered  by  the  older  writers  a sort  of  Duvet  signature. 
His  style  of  engraving  is  clearly  founded  on  that  of 
Marcantonio  in  his  first  Roman  period,  later  modified 
by  Mantegna’s  simpler  and  more  summary  method. 

Only  five  of  the  artist’s  works  are  certainly  dated 
The  Annunciation  (R.-D.  5),  1520,  three,  St.  John  the 
Baptist  and  St.  John  the  Evangelist  (R.-D.  18),  Love,  a 
Man  and  a Woman  (R.-D.  53),  and  the  Entombment 

“ Kupferstich  und  Holzschnitt  in  vier  Jahrhunderten,”  p.  329. 

- The  Triumph  of  Divinity  (R.-D.  ii)  dated  1524,  is  held  by  Galichon  (Gazette 
XVIII.,  1865,  p.  551),  to  be  the  work  of  an  Italian  engraver  but  is  probably  by 
Duvet. 
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DUVET.  The  Entombment  (R-D.  9) 

Size  of  the  original  engraving^  2iSxi65"mm. 
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(R.-I).  69),  1528  and  the  title  page  to  the  Apocalypse, 
mentioned  above,  1555.  To  be  grouped  with  the  first  of 
these  are  probably  the  Nativity  (R.-D.  7),  an  undescribed 
copy  of  Marcantonio’s  Virgin  in  the  Clouds,  which  has 
a signature  in  the  form  of  J,  H)*  not  used  elsewhere  by 
Duvet  in  his  engravings,  but  exactly  reproduced  in  his 
signature  to  receipts  of  1533,  in  the  archives  of  Langres, 
and  the  Martyrdom  of  St.  Sebastian  (R.-D.  23).  A copy 
of  Raphael’s  Cumaean  Sibyl  in  the  fresco  of  S.  Maria 
della  Pace  in  Rome  is  interesting,  as  it  certainly  is 
engraved  from  the  fresco  itself  (or  from  a drawing 
brought  back  by  some  contemporary).^  Of  a visit  to 
Italy  there  is  no  other  evidence,  except  in  the  general 
Italianate  character  of  Duvet’s  work,  though  it  has 
been  taken  for  granted  on  these  grounds.  Another 
engraving,  evidently  of  the  same  period,  the  Judgment 
of  Solomon  (R.-D.  64),  shows  a curious  mixture  of  in- 
fluences. The  composition  and  many  of  the  figures  are 
copied  from  Raphael’s  cartoon  of  the  Blinding  of  Elymas 
in  Agostino  Veneziano’s  engraving  of  1516  : the  child 
standing  on  the  right  hand  of  Solomon  and  the  head  of 
the  woman  behind  his  throne  are  copied  from  Mar- 
cantonio’s Massacre  of  the  Innocents  (B.  18),  while  the 
figure  on  the  extreme  left  is  taken  from  Mantegna’s 
Scourging  of  Christ  (B.  1).  Other  figures  have  the 
appearance  of  copies,  the  originals  of  which  I cannot 
trace,  and  this  is  the  case  with  a number  of  the  earlier 
engravings,  such  as  the  dated  Annunciation  and  the 
Nativity,  mentioned  above,  which  suggest,  in  the  affected 

An  engraving  of  the  Cumaean  Sibyl  by  an  anonymous  follower  of  Marcan- 
tonio  (B.  XV.  49.6)  differs  from  Duvet’s  engraving  where  this  resembles  the 
original.  Both  are  in  the  reverse  direction  to  the  painting,  as  would  be  natural 
in  independent  engraved  copies.  Duvet’s  engraving  has,  on  the  cornice  of  a 
house  at  the  back,  what  I am  tempted  to  read  as  a date  A.D.  1517.  (Analogous 
to  the  inconspicuous  dates  on  some  of  Marcantonio’s  earlier  engravings.)  I have 
only,  however,  seen  a photograph  of  an  impression  of  this  engraving. 
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DUVET.  JcDAs  Hanged  (R.-D.  22) 

Size  of  the  original  engraving,  248x164  niin. 
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grace  of  their  figures,  some  late  Umbrian  prototype. 
Two  small  works  which  are  hard  to  place  are  the  Entry 
of  Christ  into  Jerusalem  and  Christ  driving  the  Money 
Changers  from  the  Temple  (Pass.  67  and  68),  which  are 
reminiscent  of  earlier  French  work  in  the  illustrated 
books  of  hours  of  the  beginning  of  the  century.  They 
probably  date  from  a comparatively  early  period,  though 
they  bear  many  of  the  marks  of  Duvet’s  developed  style. 
The  copy  of  Mantegna’s  Entombment  (R.-D.  10)  repro- 
duces on  a smaller  scale  much  of  the  majesty  and  pathos 
of  the  original,  with  the  addition  of  that  sort  of  almost 
grotesque  intensity  which  characterises  Duvet  ; one 
would  be  inclined  to  place  it  about  1530.  The  three 
engravings  dated  1528  show  the  difficulty  of  a chrono- 
logical arrangement  of  the  artist’s  work  : the  St.  John 
the  Baptist  and  the  St.  John  the  Evangelist  remind  one 
more  of  the  Apocalypse  than  of  the  earlier  work  ; while 
the  Entombment  as  clearly  belongs  to  this  earlier  group. 
If  the  Sibyl  is  actually  to  be  dated  1517,  it  already  shows 
the  artist’s  characteristic  style  in  the  angels  to  r.  and  1. 
of  the  central  figure.  M.  de  la  Boullaye,  relying  on  MS. 
dates  on  early  impressions  of  Moses  surrounded  by 
Patriarchs  (R.-D.  2),  and  St.  John  on  the  Island  of 
Patmos  (R.-D.  50),  would  date  these  1517  ; but  they 
are  of  exactly  the  same  format  and  style  as  the  Apoca- 
lypse series,  and  obviously  date  from  the  same  period 
1545-55.  He  holds  that  the  unfinished  engravings, 
St.  Sebastian,  St.  Anthony  and  St.  Roch  (R.-D.  20),  Moses 
and  St.  Peter  (R.-D.  19),  Judas  hanged  (R.-D.  22)  belong 
to  the  end  of  Duvet’s  life  and  show  “ une  main  defail- 
lante.”  M.  de  Foville^  on  the  other  hand,  believes  the 
first  two  of  these  to  be  Duvet’s  earliest  production,  to 


^ “ Le  Musee,”  1909,  p.  113-122. 
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DUVET.  St.  Sebastian,  St.  Anthony  and  St.  Roch  (R.-D.  20) 
Size  of  the  original  engraving,  242  X 162  mm. 
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show  the  gropings  of  an  untaught  genius,  and  the  copies 
and  adaptations  to  belong  to  a later  period,  his  mature 
style  being,  of  course,  represented  by  the  Apocalypse 
and  Unicorn  series.  But  the  unfinished  engravings 
resemble  much  more  closely  in  their  style  of  engraving 
the  later  productions — compare,  for  instance,  the  head 
of  the  woman  in  the  unfinished  Entombment  (R.-D.  9) 
with  that  of  the  Magdalene  in  Christ  on  the  Cross  (R.-D.  8) 
— and  must  be  placed  with  them.  But  a diversity  of 
opinion  in  the  case  of  so  surprising  an  artist  as  Duvet  is 
not  to  be  wondered  at.  To  be  approximately  dated  by 
their  subject  matter  are  the  engraving,  preserved 
apparently  in  a unique  impression  at  Dijon  (M.  de  la 
Boullaye  72a),  which  has  reference  to  the  formation  of 
the  Order  of  St.  Michel  by  Henry  II.  in  1548,  La 
Majeste  Royale  (R.-D.  60),  the  Portrait  of  Henry  II. 
(R.-D.  63),  which  must  belong  to  about  the  same  time, 
and  the  series  of  the  Unicorn  (R.D.  54-60).  This  last 
well-known  series,  which  gave  Duvet  his  old  alternative 
name  of  Maitre  a la  Licorne,  has  some  reference  to  the 
amours  of  Henry  II.  and  Diane  de  Poictiers  between 
1546  and  1559.  The  exact  import  of  the  allegory  has 
not  been  explained.  Diane  de  Poictiers,  recognisable 
by  the  crescent  of  the  goddess,  the  unicorn  and  the  King 
figure  bewilderingly  as  chief  characters  of  the  piece.  The 
old  legend  of  the  unicorn^  “ When  he  is  hunted  he  is 
not  taken  by  strength,  but  only  by  this  policy  : A maid 
is  set  where  he  haunteth,  and  she  openeth  her  lap  ; to 
whom  the  Unicorne,  as  seeking  rescue  from  the  force  of 
the  hunter,  yieldeth  his  head  and  leaveth  all  his  firc- 
ness,  and  resting  himself  under  her  protection,  sleepeth 
until  he  is  taken  and  slaint,”  is  alluded  to.  In  one  plate 

^ Leigh’s  “ Accedence  of  Armoury,”  ed.  1612,  p.  96. 
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DUVET.  Title  Page  to  the  Apocalypse  (R.-D.  27) 
Size  of  the  original  engraving,  300x212  mm. 
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we  see  the  consequences  of  the  hunter’s  disregard  of 
this  traditional  method,  with  the  unicorn  goring  and 
putting  to  flight  his  would-be  captors  ; in  the  next  “ Le 
conseil  mis  en  effect  sur  le  prinse  de  la  licorne,”  the 
unicorn  sleeping  in  the  lap  of  the  maid,  Diane  de 
Poictiers — could  flattery  further  go  of  the  middle-aged 
mistress  of  Henry  II.  ? — and  the  huntsman  preparing  to 
bind  him.  In  other  plates  he  is  borne  in  triumph  on  a 
car  and,  surrounded  by  other  animals,  purifies  a stream 
with  his  horn.  The  sequence  of  this  last  and  of  a King 
with  Diane  seated  beside  him,  receiving  presents  from 
a huntsman,  is  not  clear  ; another  plate  where  the 
unicorn  is  led  in  triumph,  slightly  differing  in  style 
and  size  from  the  rest  of  the  series,  looks  like  an  earlier 
alternative  version.  This  series  shows  of  all  Duvet’s 
work  the  closest  affinity  to  contemporary  Franco- 
Italian  painting  of  the  school  of  Fontainebleau.  It  might 
almost  be  copied  from  some  tapestry  ; its  shape  and 
matt  effect  give  this  impression. 

Duvet’s  most  extensive  work  and  that  by  which  he  is 
generally  known  is,  of  course,  the  Apocalypse,  a series 
of  24  plates,  which  was  published  at  Lyons  in  1561  with 
a royal  privilege  for  twelve  years,  although  probably 
finished  in  1555.  Its  reputation  has  suffered  from  the 
poor  quality  of  the  impressions  in  the  published  edition, 
which  make  the  heavy  overcharged  compositions  even 
liarder  to  disentangle.  But,  in  spite  of  its  shortcomings, 
its  lack  of  lucidity  and  arrangement,  its  grotesque 
naivete,  it  shows  a fervour  of  passion  and  a movement 
which  make  it  unique  in  the  art  of  the  sixteenth  century. 
From  Diirer  Duvet  borrowed  much  ; the  general  idea 
and  arrangement  is  that  of  the  former’s  woodcut 
Apocalypse  of  1498,  and  much  is  actually  copied,  but 
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DUVET.  The  Winepress  of  the  Wrath  of  God  (R.-D.  41) 
Size  of  the  original  engraving,  299x216  mm. 
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DUVET.  The  Angel  gives  St.  John  the  Book  to  eat  (R.-D.  36) 
Size  of  the  original  engraving,  298x212  mm. 
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the  original  is  hardly  recognisable  in  Duvet’s  translation 
Diirer’s  work  has  a majesty,  a precision  and  a static 
force  lacking  in  Duvet’s,  but  beside  it  Diirer’s  visions 
seem  to  lack  the  force  of  conviction.  The  frenzied  rush 
of  Duvet’s  hgures  conveys  something  of  the  nightmare 
of  the  Apocalyptic  visions,  which  is  lacking  in  Diirer’s 
more  carefully  thought  out  compositions,  imaginative  as 
they  are.  Compare  the  two  renderings  of  St.  John 
Swallowing  the  Book  ; Duvet  has  practically  copied  in 
reverse  Dlirer’s  composition,  but  his  angel  “ clothed  with 
a cloud,  his  feet  as  pillars  of  hre,”  convinces  where 
Diirer’s  more  contemplative  imagination  fails.  Though 
Dlirer’s  Apocalypse  is  obviously  within  limits  a complete 
success  and  Duvet’s  as  obviously,  from  many  points  ot 
view,  a failure,  the  latter  has  qualities  nevertheless  whicli 
make  its  failure  almost  magnihcent. 

List  of  Jean  Duvet's  Engravings 

Appended  is  a concise  list  of  Duvet’s  engraved  work 
taken  from  the  catalogues  of  Robert -Dumesnil  (Le 
Feintre-Graveur  fran9ais),  Passavant  (Le  Peintre-Gra- 
veur)and  E.de  la  Boullaye.  Passavant ’s  numbers  continue 
those  of  Robert-Dumesnil,  and  de  la  Boullaye ’s  include 
both  with  the  addition  of  one  new  engraving.  The  list  fol- 
lows this  order.  The  numbers  following  the  title  of  the 
plate  preceded  by  B.  refer  to  Bartsch’s  catalogue.  The 
dimensions  given  are  those  of  Robert-Dumesnil  and 
Passavant,  corrected,  where  possible,  by  measurements 
of  impressions  in  the  British  Museum.  Engravings 
attributed  to  Duvet  by  these  authors,  but  certainly  not 
by  him,  are  included  in  square  brackets.  Engravings 
which  I have  not  seen  are  marked  with  an  asterisk. 


14! 


I have  added  initials  to  indicate  when  impressions  of 
prints  are  to  be  found  in  the  British  Museum  (B.M.)  or 
Bibliotheque  Nationale  (B.N.),  and  where  prints  are 
wanting  in  both  these  collections,  where  possible,  a 
reference  to  other  print  rooms.  No  description  of  different 
states  is  given,  as  I have  had  no  opportunity  of  verifying 
these. 

ROBERT-DUMESNIL. 

E.  DE  EA  BOULLAYE. 

1.  Marriage  of  Adam  and  Eve.  Rounded  top  ; plate  mark 
305x216  mm.  B.  1.  Signed.  Figure  of  Adam  copied 
from  Diirer’s  Adam  and  Eve,  (B.  1.)  ; that  of  Eve  from 
1.  hand  of  the  three  graces  engraved  by  Marcantonio, 
(B.  340.)  B.M.  B.N.  {Two  states.) 

2.  Moses  surrounded  by  the  Patriarchs.  Rounded  top  ; 
plate  mark  298  X 212  mm.  B.  2.  Signed  {Two  states.) 
B.M.  B.N. 

3.  David  as  Conqueror  of  Goliath.  142  x?  98  mm. 
Signed.  B.N. 

*4.  The  Annunciation.  ?182x?114  mm.  B.  3.  Unsigned. 
5.  The  Annunciation.  Engraved  surface  231  x 169  mm. 
Signed  and  dated  1520.  (Copy  by  W.  Y.  Ottley. 
Facsimiles  of  scarce  and  curious  prints,  pi.  107.)  B.M. 
B.N. 

*6.  The  Nativity.  248  x140  mm.  B.  4.  Signed  with 
blank  tablets. 

7.  The  Nativity.  148  x219  mm.  Unsigned.  B.N.  Vienna. 

8.  Jesus  on  the  Cross  between  the  Two  Thieves. 
Rounded  top  ; plate  mark  301  x212  mm.  B.  5.  Signed. 
B.M.  B.N.  Vienna. 

9.  The  Entombment.  Cut  impression.  218  x165  mm. 
Unsigned.  B.M.  B.N. 

10.  The  Entombment.  Plate  mark  180  x285  mm.  B.  6. 
Unsigned.  B.M.  Vienna.  Reduced  copy  in  reverse  of 
Mantegna’s  Entombment  (B.  3). 

11.  The  Triumph  of  Divinity.  Circular;  diam.  81  mm. 
Unsigned,  dated  1524.  B.N.  Galichon  {Gazette,  XVIII. 
1865,  p.  551)  attributes  this  to  a N.  Italian  engraver, 
but  it  is  probably  by  Duvet.  Design  for  a medal,  the 
obverse  of  which,  with  portrait  of  Adrian  VI.,  is  described 
under  No.  62. 
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ROBERT-DUMESNIL. 

E.  DE  LA  BOULLAYE. 

12.  The  Saviour  standing  on  Clouds.  Circular  ; diam. 
46  mm.  Signed.  B.N. 

13.  St.  Peter.  Circular  ; diam.  46  mm.  Signed.  B.N. 
*14.  St.  Paul.  Circular  ; diam.  47  mm.  B.N. 

15.  St.  John  the  Evangelist.  Circular  ; diam.  47  mm. 
B.N. 

16.  St.  Andrew.  Circular  ; diam.  48  mm.  B.N. 

17.  The  Virgin  standing  on  a Crescent.  158x65  mm. 
B.  7.  B.N.  Vienna.  Adapted  in  reverse  from 
Marcantonio’s  Lticretia  (B.  192). 

18.  St.  John  the  Baptist  and  St.  John  the  Evangelist. 
140x97  mm.  B.  8.  Unsigned,  dated  1528.  Vienna. 

19.  Moses  and  St.  Peter.  Cut  impression  235  x 162  mm. 
B.  9.  Unfinished.  Signed  with  blank  tablets.  B.M.  B.N. 

20.  St.  Sebastian,  St.  Anthony  and  St.  Roch.  Rounded 
corners;  cut  impression  242x162  mm.  B.  10.  Un- 
finished. Unsigned.  The  composition  suggested  by 
Mantegna’s  Risen  Christ  between  St.  Andrew  and  St. 
Longinus  (B.  6).  The  figure  of  St.  Sebastian  adapted 
in  reverse  from  the  same  artist’s  Bacchanal  with  the  V at 
(B.  19).  B.M.  B.N. 

21.  Judas  Hanged.  174x89  mm.  Signed.  B.N. 

22.  Judas  Hanged.  Plate  mark  248x  164  mm.  B.  11. 
Unsigned.  Unfini.shed.  B.M.  (2  impressions,  one  printed 
in  red.)  B.N.  Oxford. 

23.  Martyrdom  of  St.  Sebastian.  Cut  impression 
183x112  mm.  Signed.  B.M.  B.N. 

*24.  St.  Jerome.  165x115  mm.  Signed.  Copy  of 
Marcantonio  (B.  152). 

*25.  A Saint  in  the  dress  of  one  of  the  Religious 
Orders.  Circular ; diam.  50  mm.  Signed. 

*26.  St.  Eustace.  353  x258  mm.  Unsigned.  (Mentioned 
by  Benard  pere  in  Catalogue  de  Paignon-Dijonval,  No. 
5764.  It  is  doubtful  whether  this  is  by  Duvet.)  Copy 
of  Diirer’s  St.  Eustace  (B.  57). 


THE  APOCALYPSE. 

The  plates  have  rounded  tops  and  measure  from 
292  to  304  mm.  in  height,  and  207  to  220  mm.  in  width  ; 
all  are  signed.  In  B.M.,  B.N.,  and  other  collections. 
27.  Duvet  studying  the  Apocalypse.  B.  12.  Dated  1555. 
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DUVET.  The  Fall  of  Babylon  (R.-D.  44) 
Size  of  the  original  engraving,  300x210  mm. 
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ROBERT-DUMESXIL. 

E.  DE  LA  BOULLAYE. 

28.  St.  John  sees  seven  golden  candlesticks.  B.  14. 
Composition  borrowed  from  Diirer. 

29.  St.  John  summoned  to  Heaven.  B.  15.  Composition 
borrowed  from  Dtirer. 

30.  St.  John  sees  the  Eour  Riders.  B.  16. 

31.  A Star  falls  and  makes  Hell  to  open.  B.  17. 

32.  Eour  Angels  holding  back  the  Winds.  B.  18. 

Composition  borrowed  from  Diirer. 

33.  An  innumerable  multitude  which  stand  before 
THE  Throne.  B.  19. 

34.  The  Opening  of  the  seventh  seal.  B.  20.  Composi- 
tion borrowed  from  Diirer. 

35.  The  Angel  sounding  the  sixth  trumpet.  B.  21. 

36.  The  Angel  gives  St.  John  the  Book  to  eat.  B.  22. 

Composition  Diirer’s. 

37.  The  Measurement  of  the  Temple.  B.  23. 

38.  The  Woman  clothed  with  the  Sun.  B.  38.  The 
Beast  and  the  Child  supported  by  two  angels  copied 
from  Diirer. 

39.  St.  Michael  and  the  Dragon.  B.  25. 

40.  The  Beast  with  seven  heads  and  two  horns.  B.  26 

Composition  Dtirer ’s  and  details  copied. 

41.  The  Winepress  of  the  Wrath  of  God.  B.  27. 

42.  The  Dragon  with  two  horns  and  the  Beast  with 
SEVEN.  B.  28. 

43.  Babylon  the  harlot  seated  on  the  seven-headed 
Beast.  B.  29.  The  beast  copied  from  Diirer. 

44.  The  fall  of  Babylon.  B.  30. 

45.  Christ  mounted  on  a white  horse.  B.  31. 

46.  The  Angel  in  the  Sun,  calling  the  birds  of  prey, 
B.  32. 

47.  Satan  bound  for  a thousand  years.  B.  33. 

48.  The  Angel  shows  St.  John  the  New  Jerusalem. 
B.  34. 

49.  The  Angel  shows  St.  John  the  Fountain  of  Living 
Water.  B.  35. 
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DUVET.  The  Unicorn  borne  on  a Triumphal  Car  (R.-D.  57). 
Size  of  the  original  engraving,  234X387  mm. 


ROBERT-DUMESNIL. 

E.  DE  LA  BOULLAYE. 

50.  St.  John  on  the  Island  of  Patmos.  B.  13.  The 
pose  of  St.  John  copied  from  Marcantonio’s  engraving 
after  Parmegiano  (?)  (B.  460). 


51.  The  Martyrdom  of  St.  John  the  Baptist.  B.  36. 
Obviously  belonging  to  the  above  series  (and  of  the 
same  dimensions)  but  not  published  in  the  edition  of 
1561.  B.M.  B.N. 

52.  The  Sibyl.  201  x 141  mm.  B.  37.  Signed.  Dated 
1517  (?)  B.N.  Vienna.  The  figure  of  the  Sibyl,  the 
Angel  and  the  winged  genius  to  1.  copied  from  Raphael’s 
Cumaean  Sibyl  fresco  in  S.  Maria  della  Pace,  Rome. 
The  architecture  to  1.  copied  from  Marcantonio’s 
Lucretia  (B.  192). 

53.  Love,  a Man  and  a Woman.  190  x113  mm.  B.  38. 
Unsigned.  Dated  1528.  Vienna. 


SUBJECTS  CONNECTED  WITH  THE  UNICORN, 
ALL  UNSIGNED,  B.M.,  B.N.,  Etc. 

54.  A King  receiving  a present  from  a huntsman. 
Engraved  surface  221  x389  mm. 

55.  A King  pursued  by  a unicorn.  Slightly  cut  impres- 
sion 233  x390  mm. 

56.  The  Capture  of  the  Unicorn.  Plate  mark  237  x 
384  mm.  Not  in  B.N. 

57.  The  Unicorn  borne  on  a triumphal  car.  Plate  mark 
234x387  mm.  Part  of  town  to  1.  copied  from  Durer’s 
Virgin  with  the  Pear,  1511  (B.  41). 

58.  The  Triumph  of  the  Unicorn.  Plate  mark  229  x 
391  mm. 

59.  The  Unicorn  Purifies  a spring  with  his  horn. 
Plate  mark  227  x401  mm. 


60.  La  Majeste  Royale.  Rounded  top  ; plate  mark 
302  x209  mm.  Signed.  B.  43.  B.M.  B.N. 

[61.  Poison  et  Contre-Poison.  By  the  “ Master  of  the 
Beheading  of  St.  John  the  Baptist.”] 
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DUVET.  The  Unicorn  purifies  a Spring  with  His  Horn  (R.-D.  59) 
Size  of  the  original  engraving,  227x401  mm. 


ROBERT-DUMESNIL. 

E.  DE  LA  BOULLAYE. 

62.  Adrian  VL  Design  for  a medal,  the  reverse  of  which, 
the  Triumph  of  Divinity,  is  described  under  No.  11. 
B.N. 

63.  Henry  II.,  King  of  France.  Rounded  top  ; plate  mark 
296x209  mm.  Unsigned.  B.M.  B.N. 


PASSAVANT. 

E.  DE  LA  BOULLAYE. 

64.  The  Judgment  of  Solomon.  Engraved  surface  152 
x223  mm.  Unsigned.  B.M.  B.N.  Berlin.  Composition 
copied  from  Ag.  Veneziano’s  Blinding  of  Elynias 
(B.  XIV.  p.  48.  No.  43),  after  Raphael.  Other  figures 
copied  from  Marcantonio  and  Mantegna  (R.-D.  XL 
p.  87.  No.  1). 

[65.  The  Beheading  of  St.  John  the  Baptist.  By  the 
Milanese  engraver  known  after  this  print  as  the  “ Master 

^ of  the  Beheading  of  St.  John  the  Baptist.”] 

66.  Christ  AND  THE  Woman  OF  Samaria.  Engraved  surface 
154  x108  mm.  Signed.  B.M.  (R.-D.  XL  p.  87.  No.  2). 

(1.  The  Entry  of  Christ  into  Jerusalem.  Cut  im- 
pression 76x77  mm.  Signed.  B.M.  (R.-D.  XL  p.  88. 
No.  3). 

68.  Christ  driving  the  Money  Changers  from  the 
Temple.  Cut  impression  79x77  mm.  Signed.  B.M. 
(R.-D.  XL  p.  88.  No.  4). 

69.  The  Entombment.  Engraved  surface  125  x136  mm. 

Unsigned.  Dated  1528.  (R.-D.  XL  p.  88.  No.  5) . B.M. 

B.N. 

*70.  A Stag  Hunt.  298x280  mm.  Unsigned.  Vienna. 
(R.-D.  XL  p.  89.  No.  6). 

71.  = No.  54. 

72.  =-  No.  56. 

[73.  A Hind.  By  the  “ Master  of  the  Beheading  of  St.  John 
the  Baptist.”] 

[74.  A Hind  lying  down.  By  the  “Master  of  the  Beheading 
of  St.  John  the  Baptist.”] 

75.  Three  horses  rearing.  Circular,  diameter  oE  en- 
graved surface  176  mm.  Unsigned.  B.M.  (R.-D.  XL 
p.  90.  No.  9) . 
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PASSAVANT. 

E.  DE  LA  BOULLAYE. 

[76.  The  God  Mars.  By  the  German  monogrammist. 
I.D.  1530.] 

[77.  Intemperance.  By  the  German  monogrammist. 
I.D.  1530.] 

78.  = No.  75. 

E.  DE  LA  BOULLAYE. 

72a.  St.  Michael  and  the  Dragon.  Rounded  top ; 
310  x220  mm.  Signed.  Dijon. 

UNDESCRIBED. 

79.  The  Virgin  and  Child  in  the  Clouds.  Engraved 
surface  166  x116  mm.  Signed.  Copy  in  reverse  after 
Marcantonio  (B.  47). 


A drawing  in  the  British  Museum,  pen  and  bistre, 
representing  the  patriarchs  in  Limbo,  is  there  attributed 
to  Duvet.  The  subject  is  one  which  he  might  have 
treated,  but  the  style  is  hardly  his. 
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THE  MODERN  WOODCUT 

By  HERBERT  FURST 


PART  I. 


|HE  suddenly  awakened  interest  in  wood-cutting 
or  wood-engraving  might  induce  the  casual 
observer  to  believe  that  this  craft  had  ceased  to 
exist  when,  after  the  invention  of  photography, 
process-engraving  supplanted  it  in  the  popular  press, 
and  that  its  present  vogue  is  in  the  nature  of  a revival. 
In  this  belief  the  professional  wood-engravers  who 
worked  for  this  press  would  even  conhrm  him  : “ When 
we  look  at  the  reproductions  of  tint  drawings  . . . 
direct  from  the  camera,  we  feel  our  occupation  is  gone. 
In  saying  this  we  wish  to  add  that  we  hail  with  satisfac- 
tion the  marvellous  results  from  the  many  ingenious 
adaptations  of  photography  and  the  consequent  wide 
spread  of  the  art  of  illustration  which  has  ever  been  our 
greatest  delight.” 

So  wrote  the  Dalziel  Brothers  at  the  beginning  of  this 
century,  but  even  while  they  were  penning  these  words 
there  were  wood-engravers  at  work,  far  from  thinking 
their  occupation  gone. 

As  a matter  of  fact,  the  craft  has  been  practised  in 
Europe  uninterruptedly  for  at  least  five  hundred  years, 
with  varying  success  and — a very  important  point — 
with  varying  aims.  That  is  to  say  that  although  the 
process  of  using  wood  for  the  purpose  of  multiplying 
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designs  has  been  in  use  for  hundreds  of  years,  the  method 
of  cutting  has  undergone  several  changes,  and  the  pur- 
pose for  which  it  was  or  is  practised  has  also  necessarily 
followed  the  metamorphoses  of  the  “ Zeitgeist/’  For 
such  reasons  one  cannot  speak  of  an  evolution  in  the 
sense  of  a continuous  progressive  development  of  this 
craft,  and  although  such  recent  wood-engraving  as  has 
been  executed  by  M.  Auguste  Lepere  exceeds  perhaps 
in  pure  craftsmanship  anything  done  either  before  or 
since,  nevertheless  technical  considerations  alone  are 
unable  to  furnish  fair  criteria  of  any  art,  least  of  all 
perhaps  that  of  woodcutting. 

The  manifold  purposes  which  the  “ woodcut  ” has 
served  in  its  time,  the  comparatively  large  numbers  in 
which  it  can  be  printed  without  necessarilj/  deteriorating 
in  quality,  finally,  the  difficulty  of  applying  rigid  technical 
standards  as  tests,  all  these  things  have  probably  hitherto 
deterred  the  collector  from  giving  the  woodcut  the  atten- 
tion it  richly  deserves  as  a means  of  artistic  expression, 
at  least  equal, in  some  respects  perhaps  superior,  to  etching 
and  lithography,  at  all  events  in  its  modern  development. 

As  these  pages  are  devoted  to  modem  woodcutting 
and  engraving  a historical  survey  of  the  craft  is  hardly 
necessary.  On  the  other  hand  the  technical  and  jestheti- 
cal  problems  which  confront  the  craftsman,  and  the 
spirit  in  which  he  may  attempt  to  approach  and  to 
solve  them,  should  be  discussed  first  of  all,  because  only 
a sympathetic  appreciation  of  these  points  will  enable 
the  intending  collector  to  discriminate  fairly  between  the 
many  and  often  opposed  tendencies  which  show  them- 
selves in  modern  work. 

According  to  the  original  practice,  woodcutting  con- 
sists in  drawing  a design  upon  a “ plank  ” of  wood  and 
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1.  German.  Early  XV  century.  Christ  before  Herod 
The  earliest  woodcut  in  the  British  Museum  Size  of  the  original,  15 J-  x nj  inches 
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Venetian — end  of  XV  century.  Illustration  from  the  Hypnerotomachia  di  Poliphilo 
Woodcut.  Size  of  the  original,  4J  X5j  inches 


removing  with  a knife  sufficient  of  the  superfluous 
surface  to  allow  the  drawing  to  stand  out  in  relief.  This 
relief  is  then  inked  with  printer’s  ink  and  a print  is  pro- 
duced either  by  laying  a piece  of  paper  on  the  block  and 
rubbing  it  with  the  hand  or  hnger-nail,  a burnisher  or  a 
“ frotton,”  or  by  printing  it  in  the  press. 

The  process  if  laborious — the  cutting  of  a single  line 
requires  at  least  six  different  manipulations  with  the 
knife— is  simple  enough,  and, given  a good  design, depends 
for  its  success  mainly  on  the  purely  mechanical  skill  of 
the  cutter,  whose  sole  duty  it  is  to  preserve  the  design 
intact  ; he  has  neither  to  invent  nor  to  copy,  he  has 
merely  to  leave  the  wood  that  is  covered  by  drawn  lines 
standing  and  to  remove  the  rest.  Given  a good  craftsman 
the  artistic  merit  of  this  kind  of  woodcut  depends  there- 
fore entirely  on  the  designer,  i.e.,  the  creative  artist 
who  in  the  early  days  might  be  but  was  not  necessarily 
identical  with  the  cutter.  Diirer,  for  example,  cut  few, 
if  any,  of  his  woodcuts,  whilst  Holbein’s  were  cut  by 
Liitzelburger  and  others.  One  must  remember  that 
woodcutting  was  in  its  inception  and  in  its  continuance 
down  to  the  last  decade  of  the  nineteenth  century 
mainly  a means  of  promulgating — I was  going  to  say 
Art,  but  it  was  rather  the  matter  than  the  manner, 
rather  the  subject  than  its  presentation,  that  constituted 
the  raison  d’etre  of  this  form  of  multiplication.  It  is 
important  to  realise  that  at  first  neither  art  qua  art,  nor 
wood  qua  wood  formed  the  artist’s  approach  to  his 
subject.  Aesthetic  considerations  were  strictly  sub- 
ordinated to  literal  meaning  or  economic  expediency, 
and  the  craftsman  was  so  little  concerned  with  his 
material  that  we  cannot  now  be  quite  certain  whether 
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3.  H.  LUTZELBURGER— AFTER  Holbein. 

“ Die  Herzcginn,”  (the  Duchess)  from  the  Dance  of  Death. 

Woodcut.  Original  size. 
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some  of  the  early  (the  fifteenth  century)  prints  that  are 
woodcuts  by  reputation  are  not  perhaps  soft  metal- 
cuts  in  fact.  (See  illustration  1.) 

That,  nevertheless,  the  draughtsman  would  learn  to 
pay  some  regard  to  the  nature  of  the  material  upon 
which  he  drew  his  design,  goes  without  saying.  Diirer 
and  Holbein  seldom  gave  the  cutter  unnecessary  labour 
by  making  him  cut  lines  that  ran  counter  to  the  nature 
of  wood.  The  free  pen-line  was  purposely  disciplined  to 
the  needs  of  the  wood-cutter,  cross-hatching,  i.e.,  the 
cutting  of  relief  lines  across  one  another,  as  being  very 
troublesome,  was  as  much  as  possible  avoided  : shading, 
l)eing  expressed  in  many  Gennan  wocdcuts,  by  short 
parallel  lines  of  equal  thickness.  (See  illustrations  2 & 3.) 

So  far  we  have  only  considered  what  is  called  cutting 
in  facsimile.  But  already  in  the  sixteenth  century  the 
desire  not  only  to  multiply  designs  but  reproduce 
drawings,  awoke  ; the  woodcutter  became  a reproducer 
and  so  found  himself  confronted  with  the  problem  of 
rendering  tone  and  colour  by  other  means  than  lines  plus 
hand-painted  washes.  The  chiaroscuro  print,  consisting 
of  a line  or  key-block  and  another  block  on  which  the 
broad  planes  of  washes  were  left  standing  in  relief,  the 
former  being  printed  over  the  print  of  the  latter,  was 
invented. 

These  colour-prints,  associated  with  Ugo  da  Carpi 
though  not  of  his  invention,  were  no  longer  facsimiles  of 
the  original  drawing,  but  rather  interpretations  ; their 
purpose  was  distinctly  aesthetic.  With  the  growth  of 
self-consciousness  in  art  came  the  further  desire  to  pro- 
mulgate the  work  of  artists,  and  Christoffel  Jegher  thus 
produced  woodcuts  after  Rubens  in  which  he  introduced 
sweeping  lines  of  gradated  thickness,  thus  rendering 
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4.  CHRISTOFFEL  JEGHER.  Hercules  crushing  Envy. 
Woodcut,  after  Rubens.  Size  of  the  original,  23J  x i3f  inches 
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surprisingly  well  the  peculiar  fleshy  quality  of  Rubens’ 
work.  (See  illustration  4.) 

Yet  another  quality  was  given  to  the  woodcut  by 
Jan  Lievens,  whose  portraits  produced  by  that  method 
were  what  one  may  call  the  first  original  woodcuts  in 
the  modern  sense  : they  were  cut  by  the  artist  himself 
not  in  facsimile  of  a pen  design  nor  as  interpretative 
reproduction  of  drawings  or  paintings,  but  as  definite 
wood  cuts  drawn  with  the  knife.  (See  illustration  5.) 

All  woodcuts  so  far  considered  depended  on  lines 
standing  out  in  relief  from  the  “ scorped  ” background. 
The  material  used  for  this  purpose  was  soft  wood,  such 
as  pear  or  white  wood,  sawn  plankwise,  i.e.,  parallel 
with  the  grain. 

The  desire  to  produce  woodcuts  in  imitation  of  copper 
engraving  led  to  the  use  of  hard  close-grained  box- 
wood which  was  at  first  also  sawn  plank-wise,  and  so 
used  in  the  eighteenth  century  by  Papillon,  a French 
metal  engraver,  who  produced  woodcuts  with  the  knife 
in  imitation  of  engraved  metal.  It  was  an  “ unknown 
Englishman  ” appearing  at  that  time  in  Paris  who  first 
employed  the  “ graver  ” on  boxwood  cut  not  lengthwise 
but  across  the  grain  and  so  introduced  a method  of 
making  real  wood-engravings. 

It  is,  however,  to  the  famous  Thomas  Bewick,  who 
further  developed  this  method  that  the  modern  wood- 
cutter, or,  as  some  prefer  to  say,  wood-engraver,  owes 
one  of  the  most  important  elements  in  this  technique, 
namely,  the  so-called  “ white  line.” 

Bewick’s  use  of  the  “ white  line,”  which  had  already 
been  discovered  and  employed  on  metal  and  even  on 
wood  at  a much  earlier  period,  is  important  because  it 
brought  about  a complete  change  in  the  manner  of 
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5.  J.  LIEVENS.  Portrait  of  a Man. 
Woodcut.  Size  of  the  original,  7X5  inches 
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designing  upon  wood.  The  old  “ black  line  ” method 
regards  the  uncut  wood-block,  as  if  it  would  print  a 
blank,  and  as  if  the  chief  difference  between  the  wood- 
block and  the  metal-plate  were  only  this,  that  the  design 
of  the  former  is  cut  in  relief,  and  of  the  latter  that  it  is 
graven  in  “ intaglio.”  The  “ white-line  ” method 
approaches  the  problem  from  the  opposite,  and  one  may 
say,  the  truer  and  more  natural  point  of  view.  It 
recognises  the  fact  that  the  uncut  block  prints  naturally 
a very  solid  colour,  a beautiful  and  velvety  black  ; so 
that  therefore  the  simplest,  the  least  laborious  and  the 
most  effective  manner,  both  of  cutting  and  of  engraving, 
is  to  design  in  white  rather  than  in  black  lines,  a complete 
reversal  of  the  black-on-white  method  of  the  pen  or 
pencil  drawing. 

Bewick,  trained  as  a metal-engraver  and  with  the 
ideals  of  metal-engraving  ever  in  his  mind,  so  produced 
engravings  on  wood  that  differed  in  principle  and  process 
from  the  old  woodcuts  ; he  used  the  “ white  line  ” 
almost  exclusively  and  with  astonishing  ingenuity. 
Unfortunately  he  could  not  rid  himself  of  the  metal 
engraver  s “ interpretative  ” manner  ; that  is  to  say  he 
was  obsessed  by  the  line -engraver  s habit  of  translating 
drawings  or  paintings  into  a special  linear  convention 
intended  to  represent  “ tone.”  In  spite  of  his  technical 
achievement  and  the  natural  feeling  for  art  which  shows 
itself  particularly  in  his  exquisite  vignettes  and  tail  pieces 
(see  illus.  6)  rather  than  in  the  principal  designs  of 
birds  and  beasts,  he  can  hardly  be  considered  an  artist. 
He  is,  however,  indisputably  the  originator  of  the  school 
of  reproductive  “tone  ” engraving  which  made  famous 
the  wood-engravings  of  the  popular  press  in  England 
and  later  in  America  and  on  the  Continent. 
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6.  THOMAS  BEWICK.  A vignette  from  “ British  Birds.” 
Woodcut.  Original  size 
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For  the  artistic  or,  better  said,  for  the  aesthetic 
exploitation  of  Bewick  s technical  achievement  we  must 
go  to  his  “ pupil  ” William  Blake.  Blake  was  commis- 
sioned by  Dr.  Thornton  to  illustrate  Ambrose  Phillips’ 
“ imitation  of  Virgil’s  first  Eclogue,”  and  originally 
cut  seventeen  blocks  which  appeared,  badly  mutilated, ^ 
amongst  a number  of  miscellaneous  illustrations  by  other 
artists.  Eight  of  them  survive  in  proofs  taken  before  the 
blocks  were  reduced  in  size  (111.  7) . These  woodcuts — the 
only  ones  Blake  ever  executed — the  publisher  thought 
fit  to  introduce  to  his  public  this  wise  : 

“ The  illustrations  of  this  English  pastoral  are  by 
the  famous  Blake,  the  illustrator  of  Young’s  ‘Night 
Thoughts  and  Blair’s  Grave,’  who  designed  and  en- 
graved them  himself.  This  is  mentioned  as  they 
display  less  of  art  than  genius,  and  are  much  admired 
by  some  eminent  painters.” 

This  comically  apologetic  though  really  significant 
distinction  between  “ art  ” and  “ genius  ” marks  the 
beginning  of  a new  epoch.  It  is  important  not  only  in 
relation  to  modern  wood  engravings  and  woodcuts  but 
to  the  modern  attitude  towards  “ Art  ” in  general. 
What  the  publisher  here  calls  art  is  what  we  of  to-day 
would  designate  as  “ technique,”  having  meantime 
learnt  to  distinguish  the  grain  of  “ genius  ” from  the 
chaff  of  “ art.” 

Technically  considered  Blake’s  woodcuts  are  like  the 
rest  of  this  great  man’s  work,  of  childlike  innocence  : 

“ They  are  done,”  said  Edward  Calvert,  “as  if  by 
a child,  several  of  them  careless  and  incorrect,  yet 
there  is  a spirit  in  them  humble  enough  and  of  force 
enough  to  move  simple  souls  to  tears.” 

1 See  Laurence  Binyon’s  article  in  the  Burlingion  Magazine  of  Dec.,  1920. 
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7.  BLAKE.  Two  of  the  illustrations  to  Ambrose  Phillips’s  “ Pastorals  ” (1321). 
Woodcuts.  Original  size 
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And  Edward  Calvert,  who  died  in  1883,  and  had  been 
a personal  friend  and  ardent  disciple  of  Blake,  himself 
produced  a series  of  “ Ten  Spiritual  Designs  ” in  emula- 
tion of  the  master.  Calvert  s work  showed  certainly 
more  of  art  since  his  genius  was  not  of  the  same  calibre  ; 
his  temperament  was  romantic  and  his  hand  delighted  in 
minuteness  (111.  8.)  Of  his  “ Christian  ploughing  the  last 
furrow  of  life  [vide  Print  Collector’s  Quarterly, 
Vol.  VIE,  No.  4),  George  Richmond  spoke  as  a work  of 
great  beauty  in  the  prints  but,  as  drawn  upon  the  block, 
before  it  was  cut,  of  superlative  beauty. 

If  this  criticism  is  justihed  it  shows  exactly  why 
Calvert  was  inferior  to  Blake  not  only  as  a genius  but 
as  an  artist. 

Blake  expressed  his  own  ideas  strictly  in  the  terms 
of  his  materials,  that  is  to  say  a black  printing  block 
of  wood  and  a metal-graver.  Calvert,  although  he  too, 
unlike  the  majority  of  the  greater  woodcutters  and 
the  later  wood  engravers,  expressed  his  own  ideas, 
yet  they  were  ideas  conceived  in  another  material,  as 
shown  by  the  fact  that  the  drawing  was  “ super- 
lative.” In  Calvert’s  case  it  is  particularly  remarkable 
that  although  amongst  his  “ Ten  Spiritual  Designs  ” 
six  were  on  wood,  two  on  copper,  and  two  on  stone, 
yet  the  actual  method  of  drawing  is  almost  identical. 
The  curious  use  of  dots  for  which  the  stone  would 
account,  occurs  not  only  in  the  wood  but  even  in  the 
copper.  But  with  Blake  the  design  and  the  wood  are 
one  and  indivisible  ; one  need  only  glance  at  them  to 
see  that  if  they  were  not  wood-engravings  there  would 
be  no  raison  d’etre  for  the  manner  of  their  design.  In 
other  words,  with  Blake  the  woodcut  is  neither  a means 
of  reproducing  nor  of  interpreting  another  medium  of 
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art — another  thing  ; it  is  the  thing  itself.  This  repre- 
sents exactly  the  point  of  view  of  the  modern  woodcutter 
whose  “ cut  ” is  not  only  designed  on  and  for,  but 
actually  in  wood. 

It  will  be  seen  then  that  woodcutting  and  wood- 
engraving are  not  merely  methods  of  multiplying  designs 
but  can  be  means  of  expression  in  every  respect  as 
“ artistic,”  to  use  an  ugly  but  commonly  understood 
term,  as  a modern  etching  and  a modern  lithograph.  I 
say  advisedly  modern  because  each  of  these  crafts  has 
undergone  a similar  metamorphosis  ; beginning  in  the 
hands  of  artists  who  used  the  processes  for  the  sake  of 
convenience  and  artistic  economy,  each  craft  passed 
through  a phase  of  commercial  and  mechanical  degrada- 
tion to  be  finally  raised  to  the  status  of  an  independent 
art.  One  important  peculiarity,  however-,  distinguishes 
the  woodcut  from  metal-engraving,  etching,  and  litho- 
graphy ; the  woodblock  alone  can  be  used  in  conjunction 
with  the  printed  type.  It  is  the  ideal  method  of  book 
illustration.  As  a book  illustration  the  woodcut  is 
co-ordinated  with  the  text  ; that  is  to  say  letter- 
press  and  illustrations  together  form  the  printed  page 
— or  at  all  events  should  do  so.  The  book-illustrator 
having  in  mind  the  fact  that  his  “ cut  ” is  only 
part  of  the  printed  page  will  naturally  endeavour 
to  keep  his  design,  i.e.,  his  balance  of  black  and  white 
masses  in  harmony  with  the  black-and-white  on  the 
rest  of  the  page.  A woodcut  or  wood-engraving  intended 
for  such  a purpose  will  therefore  differ  from  the  inde- 
pendent woodcut  in  many  respects.  In  judging  the 
merit  of  woodcuts  it  is  always  necessary  to  know  for 
what  purpose  they  are  designed  ; many  “ proofs  ” of 
book  illustrations  suffer  through  severance  from  the 
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8.  EDWARD  CALVERT.  The  Lady  and  the  Rooks. 
Woodcut.  Original  size 
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context  of  the  pages  for  which  they  were  originally 
designed.  The  collector  will  for  that  reason  find  himself 
constrained  to  collect  the  books  as  well  as  “ proofs  ” in 
all  cases  where  prints  in  both  “ states  exist.  In 
France,  where  the  woodcut  as  a method  of  book  illustra- 
tion once  more  flourishes,  the  publisher  generally 
supplies  a separate  set  of  proofs  with  the  editions  de  luxe. 
Unfortunately  our  artists  and  publishers  have  not  made 
a regular  practice  of  this  ; hence  proof  states  of  some 
of  the  finest  illustrative  woodcuts  are  not  only  non- 
existent or  extremely  rare,  but  generally  quite  impossible 
to  trace,  the  artist  having  kept  no  records.  These  proof 
states  are  however  often,  though  not  necessarily,  very 
much  better  than  the  impressions  in  the  pages  of  the 
book,  partly  because  some  of  the  best  printing  papers 
are  not  equally  suitable  for  every  kind  of  block,  partly 
because  the  artist  when  he  pulls  his  own  proofs  by 
rubbing,  can  give  the  print  a quality  which  the  machine 
cannot  imitate.  On  the  other  hand  the  machine  will 
often  produce  a precision  and  clearness  which  the  hand- 
made proof  cannot  attain. 

As  the  “ natural  life  ” of  a woodblock  is  much  longer 
than  that  of  a dry-point  or  etched  plate,  differences  in 
quality  are  as  a rule  due  to  the  aforementioned  causes 
and  have  very  little  to  do  with  the  number  of  impressions 
made,  unless  this  runs  into  many  thousands.  Apart 
from  the  clogging  up  of  fine  lines  or  the  appearance  of 
white  spots  caused  by  dust  on  the  block,  the  commonest 
defect  of  a woodcut  is  the  appearance  of  certain  white 
lines,  caused  by  the  gaping  of  the  seams  in  joined  blocks. 
Such  blocks  have  been  used  since  the  earliest  days  for  the 
printing  of  large  cuts,  and  are  now  necessarily  employed 
for  end-grain  engravings.  This  kind  of  block  consists  of 
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a number  of  small  pieces  of  boxwood  carefully  “ keyed  ” 
or  joined  together^ 

In  a badly  “ geared  ” press  the  block  is  apt  to  be 
shaken  and  the  friction  causes  the  seam  to  open  and  so 
to  print  white.  This  is  especially  likely  to  occur  when 
the  cutter  has  had  to  make  corrections,  which  can  only 
be  effected  by  removing  the  faulty  sections  and  inserting 
a fresh  square  of  wood. 

To  recapitulate  : According  to  our  modern  point  of 
view  the  merit  of  a modern  woodcut  is  this,  that  it  is 
drawn  by  the  artist  himself  in  wood,  and  not  merely 
upon  wood  to  be  cut  or  engraved  subsequently  by  a crafts- 
man. Whether  it  be  cut  out  of  soft  wood  (pear  or  apple) 
sawn  plank-wise,  and  with  a knife,  or  engraved  on  the 
end-grain  of  hard  wood  (box)  with  a graver,  is  immaterial. 
It  is  even  possible  to  use  knife  and  graver  on  a “ plank 
of  hard  wood,  so  that  a strict  distinction  between  wood- 
cut  and  wood  engraving  is  not  always  possible.  Whether 
use  is  made  of  black  line  or  white  line  or  a mixture  of  the 
two  is  likewise  of  no  moment.  Treatment  entirelydepends 
on  the  purpose  the  artist  has  in  view.  A book  illustration 
will  necessarily  differ  in  the  style  of  cutting,  in  the  massing 
of  black  and  white,  from  a cut  intended  for  wall  decoration. 

The  only  definite  criterion  we  can  establish  is  this  : 
The  more  a woodblock  is  used  to  imitate  or  to  “ inter- 
pret " a design  originally  made  in  a different  material 
and  with  the  aid  of  tools  other  than  knife  or  graver  the 
less  is  its  claim  to  be  regarded  as  a work  of  art. 

This,  of  course,  rules  out  such  excellent  “ facsimiles  ’’ 
as  the  woodcuts  after  Menzel’s  pen  and  ink  drawings 

1 A note  on  two  solid  blocks  cut  by  Bewick,  preserved  in  the  British 
Museum,  and  measuring  lo  ins.  by  9 ins.,  informs  us  that  blocks  of  such 
dimensions  were  still  obtainable  before  1850.  The  size  of  the  little  pieces  now 
used  scarcely  exceeds  a square  inch. 
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which  in  the  'fifties  of  last  century  began  to  revolutionise 
cheap  book  illustration  on  the  Continent  ; and  also  the 
celebrated  English  wood  engravings  of  the  “ 'sixties,” 
admirable  though  some  of  its  productions  were  from 
other  points  of  view.  It  also  excludes  some  quite  re- 
markable feats  of  “ tone  ” engraving  such  as  Auguste 
Lepere's,  or  Timothy  Cole's  reproductions  of  old  master 
paintings. 

Finally,  I am  inclined  to  think  that  colour-prints 
produced  by  woodcutting  and  engraving  should  also  be 
excluded,  because  the  craft  here  absorbs  too  much  of 
the  cutter's  attention  and  makes  him  a slave  to  process. 
The  Japanese  colour  woodcut  is  produced  by  a division 
of  labour,  just  as  the  wood  engravings  of  the  'sixties  to 
'nineties  were,  and  even  if  the  European  could  rival  the 
Oriental  in  patience  and  application  upon  which,  quite 
as  much  as  upon  invention  and  design  the  excellence  of 
the  woodcuts  depends,  a division  of  labour  runs  counter 
to  our  present  conception  of  creative  art  because,  to 
reverse  the  words  of  Blake's  publisher,  “ it  tends  to 
display  more  of  art  than  genius.” 


A second  article  dealing  with  the  work  of  individual 
modern  woodcutters  will  follow  in  the  next  number. 
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SOME  UNDESCRIBED  STATES  OF  MERYON 
ETCHINGS 

By  HAROLD  J.  L.  WRIGHT 
[With  a note  of  so yne  addenda  to  M.  DelteiVs  Catalogue) 

HEN,  in  July,  1916,  Messrs.  P.  & D.  Colnaghi  and 
Obach  of  London  acquired  the  famous  collec- 
tion of  Meryon  etchings  and  drawings  which  Mr. 
B.  B.  Macgeorge  ol  Glasgow  had  so  enthusias- 
tically and  carefully  formed  and  made  the  most  complete 
and  important  of  its  kind,  an  opportunity  was  afforded 
me  for  comparing  the  proofs  in  it,  one  by  one,  with  the 
splendid  series  in  the  British  Museum.  The  immediate 
result  of  this  comparison  was  to  reveal  a few  errata  in 
M.  Delteil’s  otherwise  masterly  catalogue  of  Meryon ’s 
etchings,  1 and  a number  of  states  entirely  unknown  and 
unsuspected.  At  Mr.  Campbell  Dodgson’s  suggestion  I 
preserved  these  notes  carefully  for  future  reference,  and 
the  welcome  re-appearance  of  the  much-missed  Print 
Collector’s  Quarterly  after  its  involuntary  period  of 
hibernation  makes  it  possible  to  print  them  for  universal 
use. 

The  Macgeorge  collection  of  Meryon  etchings  and 
drawings  passed  to  America  after  fruitless  efforts  had 
been  made  to  preserve  it  intact  in  Great  Britain,  or  at 

^ (Loys  Delteil.  Le  Peintre-Graveur  Illustre  (XIXe  et  XXe  Siecles).  Tome  II. 
Charles  Meryon.  Paris,  1907.) 
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least  to  fill  up  from  it  all  the  gaps  in  the  British  Museum’s 
series  of  the  etchings. 

It  has  now  been  broken  up  and  dispersed,  partly  in 
sections  and  partly  piecemeal.  The  British  Museum’s 
Meryon  collection  must  therefore  now  be  considered  one 
of  the  most  complete  in  the  world,  though  not  necessarily 
the  most  complete.  It  contains,  roughly,  two  hundred 
proofs  in  all,  these  including,  of  course,  the  various  states 
of  the  same  plates.  In  view  of  the  fact  that  we  celebrate 
on  November  23rd,  this  year,  the  centenary  of  the  birth 
of  Meryon,  it  is  to  be  hoped  that  the  authorities  at  the 
British  Museum  may  be  able  to  arrange  for  a repre- 
sentative selection  of  their  chief  Meryon  treasures  to 
be  exhibited  in  the  Gallery  of  Prints  and  Drawings. 
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L.Z).  24  - Le  Petit  Pont. 

There  are  7 states  now  known. 

1st  to  5th  states,  as  described  by  Delteil. 

Undescribed  6th  state,  between  Delteil’s  5th  and  6th  states, 
making  his  6th  state  the  7th  : — 

The  sky  is  further  shaded,  and  there  is  oblique  shading  on 
the  side  of  the  quay- wall  on  which  the  man  is  seated.  The 
roofs  of  the  distant  houses  at  the  right  are  shaded.  The 
lettering  is  unchanged. 

(British  Museum — two  impressions  ; 

Mr.  Macgeorge  also  had  one.) 


L.D.  25 —U Arche  du  Pont  Notre-Dame. 

There  are  7 states  now  known. 

The  1st  state  is  as  described  by  Delteil. 

Undescribed  2nd  state  : — ■ 

Horizontal  shading  added  at  the  foot  and  at  the  upper  left 
of  the  arched  wall  at  the  left. 

Before  the  dry-point  parallel  shading  on  the  large  cloud 
around  the  birds,  and  before  the  reinforcement  of  the 
border  line.  (British  Museum  ; on  green  paper.) 

5vd  to  7th  states,  those  described  by  Delteil  as  the  2nd  to  6tli 
respectively. 


L.D.  28.— La  Tour  de  VHorloge. 

There  are  10  states  now  known. 

The  1st  to  6th  states  are  as  described  by  Delteil. 

Undescribed  7th  state,  intermediate  between  Delteil’s  6th  and 
7th  states,  making  his  7th  state  the  8th  : — ■ 

The  triangular  roof  of  the  tower  at  the  left  is  now  shaded 
with  light  ///  shading. 

The  left-hand  side  of  the  steeple-roof  above  it  is  now  shaded 
with  light  ///  shading. 

A few  other  lines  of  shading  are  added  in  various  places. 

The  lettering  remains  as  in  Delteil’s  6th  state. 

(C.  Maresco  Pearce.) 
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MERYON.  Le  Pont-au-Ckange  vers  1784 
L.D.  47.  Undescribed  '^rd  state.  British  Museum 
Size  of  the  original  etching,  5 I x gf  inches 


Sth  state  (Delteil’s  7th  state,  correctly  described  by  him  as 
regards  lettering,  etc.) 

Undescribed  0th  state,  intermediate  between  Delteil’s  7th  and 
Sth  states,  making  his  Sth  state  the  10th  : — • 

It  is  with  the  number  5 at  the  lower  left,  but  the  great  beam 
of  light  projecting  from  the  window  is  shorter  than  in  the 
final  state.  (Formerly  in  the  Maegeorge  collection.) 

L.Z).  29. — Tourelle  de  la  Rue  de  la  Tixlranderie, 

There  are  4 states  now  known. 

The  1st  and  2nd  states  are  as  described  by  Dclteil. 

Undescribed  3rd  state,  intermediate  between  Delteil’s  2nd  and 
3rd  states,  making  his  3rd  state  a 4th  : — 

The  lettering  reads  “ Tourelle  rue  de  la  Tixeranderie  ” 
instead  of  “ Tourelle  de  la  rue  de  la  Tixeranderie,”  to  which 
it  was  afterwards  changed  in  the  final  state. 

(British  Museum  ; Mr.  Maegeorge 
also  had  a proof.) 

L.D.  33.— Le  Pont  Neuf. 

There  are  10  states  now  known. 

The  1st  to  7th  states  are  as  described  by  Delteil. 

Undescribed  Sth  state,  intermediate  between  Delteil’s  7th  and 
Sth  states,  making  his  Sth  state  a 9th  : — 

It  has  a cloudy  sky,  but  is  before  the  title  and  before  the 
reinforcement  of  the  border-line. 

(Formerly  in  the  Maegeorge  collection.) 

L,D.  34.—  Le  Pont-au-Change. 

There  are  12  states  now  known. 

The  1st  to  Gth  states  are  as  described  by  Delteil. 

Undescribed  7th  state,  intermediate  between  Delteil’s  Sth  and 
7th  states,  making  his  7th  to  11th  states  the  Sth  to  12th 
respectively  ; — - 

The  balloon  Speranza  has  been  removed,  but  the  flight  of 
ravens  has  not  yet  been  introduced. 

(Two  proofs  formerly  in  the  Maegeorge  collection.  Both  proofs 
were  considerably  retouched  with  pen  and  wash,  and  the 
second  had  indications  in  pencil  of  the  moon  and  ravens.) 
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L,D.  35. — UEsperance. 

There  are  3 states  now  known. 


The  1st  and  2nd  states  are  as  described  by  Delteil. 

Undescribed  3rd  state,  with  the  following  corrections  effected: — 

The  3rd  line  reads  “ Nonchalamment  berce  sur  les  dots 
indolens  ” 


The  4th  line  „ 
The  6th  line 
The  18th  line  ,, 
The  19th  line  „ 
The  23rd  line  ,, 


“ Pars  et  dans  les  . . . 

dans  les  spheres  placides 
. ciel  dans  I’air  d’aller  an  loin 
Tenter  d’un  sort  pervers  le  caprice  bizarre  " 
“ Va  " . . . (instead  of  “ Vas  ”) 


(Formerly  in  the  iMaegeorge  collection.) 
The  proof  was  bought  at  Sotheby’s  in  November,  1876. 


(Mr.  Maegeorge’s  impression  of  the  2nd  state  bore  pencil  sugges- 
tions for  these  corrections.) 


L.D.  41 . — Tourelle,  rue  de  VEcole  de  Medicine. 

There  are  13  states  now  known. 

Delteil’s  1st  state  divides  into  3 as  follows  : — 

Undescribed  1st  state  : Pure  etching.  Before  the  sky  and 
before  the  word  “ Cabat  ” on  the  tower,  and  before  the  words 
“ Fiat  Lux  ” on  the  open  book.  There  are  three  women  in  the 
cart,  and  it  is  the  centre  woman  who  holds  the  reins. 

(Formerly  in  the  Maegeorge  collection) 
Dated  in  pencil  “ 26  mai.” 

Undescribed  2nd  state  : The  women  in  the  cart  are  removed, 
leaving  a vacant  space. 

(British  Museum.)  Dated  in  pencil  “ 28  mai.” 

Undescribed  3rd  state  (still  before  Delteil’s  2nd  state). 

Before  the  sky  and  before  the  inscriptions,  but  with  two 
women  replaced  in  the  cart. 

(Formerly  in  [Major  J.  H.  M'.  Rennie’s  collection.) 
Delteil’s  2nd  state  therefore  becomes  the  4th. 

Undescribed  5th  state,  intermediate  between  Delteil’s  2nd  and 
3rd  states,  making  his  3rd  to  10th  states,  the  6th  to  13th  re- 
spectively : — 

The  upper  middle  pane  of  the  window  of  the  shop  at  left 
is  removed.  (British  Museum.) 
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MERYON.  Tourelle,  rue  de  l’Ecole  de  Medicine 
L.D.  41.  Undescribed  2nd  state.  British  Museum 
Size  of  the  original  etching,  8|  X 5 inches 
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L.D.  42 —Rue  des  Chantres, 

There  are  5 states  now  known. 

Delteil’s  1st  state  divides  into  two  as  follows  : — ■ 

Undescribed  1st  state.  Pure  etching.  Before  the  sky  and  birds 
but  with  a weathercock  on  the  spire.  There  are  burnisher- 
marks  in  the  sky.  The  border-line  exists  only  along  the 
bottom  as  yet. 

(Formerly  in  the  Macgeorge  collection,  dated  19  J.) 

Undescribed  2nd  state.  The  burnisher-marks  in  the  sky  are 
removed  together  with  the  weather-cock.  The  border-line  is 
complete  on  all  four  sides.  The  railing  along  the  roof  to 
left  of  the  spire  is  darker  and  more  ornamented. 

(British  Museum,  undated  ; well  reproduced  in  Country 
Life,  October  21st,  1916,  p.  483.) 

Delteil’s  2nd  to  Ith  states  therefore  become  the  3rd  to  5th 
respectively. 

L.D.  43.— College  Henri  IV. 

There  are  11  states  now  known. 

The  1st  to  5th  states  are  as  described  by  Delteil. 

Undescribed  6th  state,  intermediate  between  Delteil’s  5th  and 
6th  states  ; — 

The  sea  and  shipping  removed,  leaving  a vacant  space. 
With  the  address  of  Pierron  et  Rochoux,  and  with  the  date. 
(Dr.  Macaulay,  Halifax,  from  the  Major  Rennie  and  Valentin 
collections.) 

Undescribed  8th  state,  intermediate  between  Delteil’s  6th  and 
7th  states  : — 

Bears  no  etched  inscription,  but  has  the  names  of  Pierron 
and  Rochoux  and  the  date  ; also  the  medallions.  Before 
the  letters  L.N.  and  C.M.  on  the  chimneys. 

(Mrs.  G.  R.  Halkett.) 

Undescribed  9th  state,  intermediate  between  Delteil’s  6th  and 
7th  .states  : — 

Still  no  inscription,  but  has  the  name  of  Pierron,  and  the 
name  and  address  of  Rochoux  and  the  date.  With  the 
medallions  and  with  the  letters  L.N.  and  C.M.  on  two 
chimneys  to  left. 

(Exhibited  by  Messrs.  Brown  & Phillips,  London,  November, 
1916.  The  proof  bore  a dedication  to  M.  Philippon.) 

Delteil’s  6th  state  therefore  becomes  the  7th,  and  his  7th  and 
8th  states  the  10th  and  11th  respectively. 
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MERYON.  L’Arche  du  Pont  Notre-Dame 
L.D.  25.  Undescribed  2nd  state.  British  Museum 
Size  of  the  original  etching  6 X 7»  inches 


B . i 7 . u , , ■ 
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MERYON.  Porte  dun  ancien  Couvent  a Bourges 
E.I).  34-  Undcscribed  377/ s/rt/r.  }3ritish  Museum 
Size  of  the  original  etching,  6g  x.4^  inches 
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L.D,  47. — Le  Pont-au-Change  vers  1784. 

There  are  6 states  now  known. 

The  1st  and  2nd  states  are  as  described  by  Delteil. 

Undescribed  Srd  state,  intermediate  between  Tdelteil’s  2nd  and 
3rd  states,  making  his  Srd  to  5th  states  the  4th  to  6th  respec- 
tively 

The  strip  of  foreground  between  the  angler  and  the  women 
is  shaded  as  in  the  reproduction  in  Delteil’s  catalogue.  (In 
the  previous  state  it  was  white.)  Still  before  the  dark  rope 
stretching  across  the  river  and  before  the  border  line  en- 
closing the  work  was  reinforced  and  completed,  especially 
at  the  top. 

(British  Museum,  from  the  Burty  collection.) 


L.D.  50. — Passerelle  du  Pont-au-Change. 

There  are  S states  now  known. 

The  1st  to  6th  states  are  as  described  by  Delteil. 

Undescribed  7th  state,  intermediate  between  Delteil’s  6th  and 
7th  states,  making  his  7th  the  8th  : — 

The  title  is  re-written  in  small  capitals.  Still  with  the  name 
and  address  of  Delatre  (though,  as  in  the  British  Mnsenm 
proof,  these  are  not  always  inked). 

(British  Museum.) 

Final  state  (the  new  8th  state). 

The  name  and  address  of  Delatre  are  removed. 


L.D.  54. — Porte  d*un  ancien  Convent  a Bourges. 

There  are  3 states  now  known. 

1st  state,  as  described  by  Delteil. 

2nd  state.  .With  delicate  shading  at  the  upper  right  on  the 
arched  door,  but  before  the  perpendicular  shading  traversing 
the  horizontal  shading  which  forms  the  shadow  of  the  two 
stone  steps. 

The  under  (arched)  surfaces  of  the  two  curved  bracket 
supports  of  the  balcony  are  shaded  with  horizontal  shading 
only. 

(Formerly  in  the  Macgeorge  collection,  from  the  Bnrty 
collection.) 
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MERYON.  Rue  des  Toiles  a Bourges 
L.D.  55.  Undescribed  1st  state.  British  Museum 
Size  of  the  original  etching,  9i-X5§  inches 
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Srd  state.  Eight  thick  oblique  lines  5 mm.  long  are  added  on 
the  upper  part  of  the  arched  door,  at  a point  9 cm.  from  the 
bottom  of  the  plate  and  6|  cm.  from  the  left  plate-edge. 
There  are  now  \\\  lines  on  the  curved  surface  of  the  bracket 
support  on  the  right,  and  short  perpendicular  shading  is 
added  on  the  shadow  of  the  two  steps  at  lower  right. 

(British  Museum,  on  India  paper,  slightly  retouched.) 

L,D,  55. — Rue  des  Toiles  d Bourges. 

There  are  S states  now  known. 

Undescribed  1st  state. 

The  plate  measures  at  least  230  mm.  x 135  mm.,  but  the 
exact  original  measurements  are  unobtainable  as  the  im- 
pression is  cut  within  the  plate-mark.  There  is  no  border- 
line, and  no  ///  shading  on  the  smoke  issuing  from  the 
chimney  at  the  right.  The  date  is  on  the  chimney,  however. 

(British  Museum.) 

(The  impression  was  formerly  in  Major  J.  H.  W.  Rennie’s 
collection,  and  was  purchased  by  him  from  Messrs.  Obach 
and  Co.  It  is  on  green  paper.  Reproduced  in  “ The  Times,” 
April  13th,  1921  •) 

Delteil’s  1st  to  7th  states  become  the  2nd  to  8th  states  respectively. 

L.Z).  59—Ruines  du  Chateau  de  Pierrefonds, 

There  are  3 states  now  known. 

1st  state,  as  described  by  Delteil. 

Undescribed  2nd  state,  intermediate  between  Delteil’s  1st  and 
2nd  states,  making  his  2nd  state  the  3rd  ; — 

A few  ///  lines  are  added  on  a previously  light  tree-top  in  the 
centre  of  the  plate,  to  right  of  the  egg-shaped  tree-top. 
These  new  lines  stop  at  the  contour  of  this  egg-shaped  tree- 
top  which  therefore  still  remains  white. 

(British  Museum,  two  proofs,  one  from  the  Burty  collection.) 
Undescribed  3rd  state  (Delteil’s  2nd  state). 

Beside  the  differences  which  Delteil  describes,  the  woman’s 
left  hand  is  effaced,  and  there  are  traces  of  the  burnishing  of 
the  foul-biting  and  acid  stains  around  the  subject. 

L.D,  63, — Couverture  du  Voyage  a la  Nouvelle- 
Zelande, 

There  are  8 states  now  known. 

1st  state,  as  described  by  Delteil. 
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Undescribed  2nd  state.  Before  the  horizontal  and  perpendi- 
cular shading  in  the  background  of  the  border. 

(Formerly  in  the  Maegeorge  collection.) 
Undescribed  3rd  state.  With  this  shading. 

(Formerly  in  the  Maegeorge  collection,  dated  “ 4 juillet  66.”) 

Undescribed  4th  state.  New  work  on  the  ribbons  in  the  top 
border,  and  retouched  in  several  places. 

(Formerly  in  the  Maegeorge  collection.  On  the  reverse  was 
an  impression  of  the  ” Title  Page  to  the  Paris  Set.”) 

5th  state,  described  by  Delteil  as  the  2nd  state. 

(British  Museum.) 

(The  Maegeorge  impression  was  dated  13  juillet  66.) 

Undescribed  6th  state.  With  one  fish  instead  of  two  at  the 
lower  right.  Still  before  letters. 

7th  and  8th  states,  those  described  by  Delteil  as  the  3rd  and 
4th  states. 


L.D.  69* — Presquile  de  Banks. 

There  are  7 states  now  known. 

The  1st  to  5th  states  are  as  described  by  Delteil. 

Undescribed  6th  state.  There  is  only  one  boat  alongside  the 
distant  bank.  Traces  of  the  burnisher  are  distinctly  visible  at 
the  spot  where  the  second  boat  was  previously  moored. 

(Mr.  Maegeorge’s  impression  was  dated  ” 23  mai  66  ” and 
bore  a MS.  note  in  the  margin.) 

Undescribed  7th  state.  The  burnisher  marks  are  covered  with 
fresh  shading.  All  the  mountains  are  now  shaded  with  light 
horizontal  lines. 

(Mr.  Maegeorge  had  two  proofs  of  this  state.) 


L.D.  70. — Greniers  indigenes  d Akaroa. 

There  are  5 states  now  known  : — 

Undescribed  1st  state.  The  border  line  is  not  yet  reinforced  on 
three  sides.  There  are  acid  stains  in  the  margin  at  left  and 
right.  Before  some  of  the  work  on  the  slopes  at  right  above 
the  dove-cote  (?)  was  removed. 

(Formerly  in  the  Maegeorge  collection.) 
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Undescribed  2nd  state.  With  these  alterations.  There  Is 
slight  dry  point  work  in  the  sky,  and  a vice-mark  at  the  top 
centre.  (British  Museum.) 

Undescribed  Srd  state.  The  woods  on  the  slopes  at  right  above 
the  “dove-cote”  are  again  inserted. 

(Formerly  in  the  Macgeorge  collection.) 
4th  state  (Delteil’s  3rd  state). 

The  sky  is  cloudy.  The  border  line  is  added  along  the  top, 
and  there  is  additional  work  on  the  mountains. 

5th  state  (Delteil’s  4th  state). 

L.D.  7 4. -Pro-volant  des  lies  Malgraves. 

There  are  6 states  now  known. 

1st  to  4th  states  are  as  described  by  Delteil. 

Undescribed  5th  state,  intermediate  between  Dclteil’s  4th  and 
5th  states,  making  his  5th  state  the  (Sth  : — 

Without  the  letter  “ I ” on  the  wmve,  and  without  the  word 
“ Rebus.”  The  lettering  is  as  described  in  Delteil’s  5th 
state  and  has,  in  addition,  the  words  “ La  llarpc  Oasienne  ” 
above  the  title. 

(Formerly  in  the  Macgeorge  collection.  It  bore  a MS.  note  : 

etat  tout  particulier  tire  seulcment  a unc  vingtaine 
d’epreuves.”) 

6th  state  (reproduced  in  Delteil).  It  is  without  the  words  ‘‘  La 
Harpe  Oasienne.” 

L.Z)»  79. — Frangois  Viete. 

There  are  11  states  now  known. 

The  1st  and  2nd  states  are  as  described  by  Delteil. 

Tmdescribed  3rd  state,  intermediate  between  Delteil’s  2nd  and 
3rd  states,  making  his  3rd  state  the  4th  ; — 

The  cloak  is  completed  on  the  right,  but  the  hand  lifted  to 
the  breast  is  still  incomplete. 

(Formerly  in  the  Macgeorge  collection.) 
4th  state  (Delteil’s  3rd  state). 

Undescribed  5th  state,  intermediate  between  Delteil’s  3rd  and 
4th  states,  making  his  4th  state  the  6th. 

With  the  circles  in  the  border,  but  before  the  effacement  of 
the  twin  arches  in  the  border  at  the  top. 


185 


6th,  7th  and  8th  states  (described  by  Delteil  as  the  4th,  5th  and 
6th  respectively). 

Undescribed  9th  state,  intermediate  between  Dclteil’s  6th  and 
7th  states,  making  his  7th  state  the  10th  : — 

With  the  twin  arches  in  the  border  at  the  top  again  ; with 
the  monogram  and  the  letters  A + B + C ; but  before  all 
other  letters. 

10th  and  11th  states  (described  by  Delteil  as  the  7th  and  8th 
states). 

L,D.  80. — Rene  de  Bur  digale. 

There  are  5 states  now  known. 

The  1st  to  4th  states  are  as  described  by  Delteil. 

Undescribed  5th  state  ; — 

With  \\\  shading  on  the  dress  immediately  above  the  words 
“ Si  Dieu  ” (reproduced  in  Delteil  as  the  4th  state). 

(Formerly  in  the  Macgeorge  collection.) 

L.D.  86. — Armand  Gueraud. 

There  are  3 states  now  known. 

1st  state,  as  described  by  Delteil. 

Undescribed  2nd  state,  intermediate  between  Delteil’s  1st 
and  2nd  states,  making  his  2nd  state  the  3rd  : — 

Still  before  the  letters  C.M.,  but  with  several  lines  of  horizontal 
shading  on  the  black  necktie. 

(British  Museum.) 

L.D.  87. — Adresse  de  Rochoux. 

There  are  5 states  now  known. 

The  1st  to  3rd  states  are  as  described  by  Delteil. 

Undescribed  4th  state  : — 

There  are  now  knots  in  the  ropes  forming  the  framework 
at  the  bottom. 

Before  the  initials  C.  M.  and  before  Delatre’s  name  and 
address. 

(British  Museum,  from  the  Ventc  Niel,  Mai,  1873.) 
Undescribed  5th  state  : — 

With  the  letters  C.  M.,  one  at  either  end  of  the  scroll  seen 
below  the  “ No.  19,”  and  with  Delatre’s  name  and  address. 

(Formerly  in  the  Macgeorge  collection.) 


136 


L.D.  89*— Vers  d Eugene  Blery* 

There  are  2 states  now  known. 

Undescribed  1st  state  : — - 

Before  the  horizontal  line  crossing  the  plate  above  Meryon’s 
name,  similar  to  the  line  below  the  name. 

(Formerly  in  the  Macgeorge  collection.) 
Undescribed  2nd  state.  With  this  line. 

(British  Museum  ; as  reproduced  in  Delteil.) 


L*D*  91  —La  Loi  Lunaire  (1st  plate)* 

There  are  3 states  now  known. 

Undescribed  1st  state  : — 

Before  the  shaded  background  in  the  border. 

(Touched  proof,  as  mentioned  by  Delteil,  formerly  in  the 
Macgeorge  collection.) 

2nd  and  3rd  states.  Those  described  by  Delteil  as  the  1st  and 
2nd. 


L*D*  92* — La  Loi  Lunaire  (2nd  plate)* 

There  are  6 states  now  known. 

1st  state,  as  described  by  Delteil. 

Before  the  plate  was  reduced.  The  full  original  measure- 
ments are  unobtainable,  however,  as  the  impression  is  cut. 

(Formerly  in  the  Macgeorge  collection.) 

Ibidescribed  2nd  state,  intermediate  between  Delteil’s  1st  and 
2nd  states  : — 

Reduced  to  124  x 90  mm.  With  the  lines  “ Dictateur,”  etc., 
at  the  top  and  with  “ Cette  loi,”  etc.,  at  the  bottom,  but 
before  any  other  lettering. 

(Formerly  in  the  Macgeorge  collection.) 
3rd  to  5th  states  described  by  Delteil  as  the  2nd  to  4th 
states  respectively. 

Undescribed  6th  state  : — 

The  letters  '■  St.”  after  the  word  ” Paris  ” have  been  removed, 
leaving  a gap  before  the  letters  ” O'”' 

(British  Museum,) 
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L.D,  94. — Presentation  du  Valere  Maxime  au  roi 
Louis  XL 

There  are  6 states  now  known. 

Tlie  Isl  and  2nd  stales  are  as  described  by  Delteil. 

Undescribed  3rd  state,  intermediate  between  Delteil’s  2nd  and 
3rd  states  : — 

With  the  letters  “ sc/'  but  before  the  words  “ imp.  Delatre, 
Paris.”  The  form  of  the  trees  is  altered. 

(Formerly  in  the  Macgeorge  collection.) 

Undescribed  4th  state,  also  intermediate  between  Delteil’s 
2nd  and  3rd  states  : — 

The  tree  is  now  as  in  the  reproduction  in  Delteil.  Still 
before  ” imp.  Delatre,  Paris.” 

(Formerly  in  the  Macgeorge  collection.) 
5th  and  6th  states,  those  described  by  I')elteil  as  the  3rd  and  4th. 


L.D.  95. — Projet  d'encadrement. 

There  are  ID  states  now^  knowai. 

The  1st  to  3rd  states,  are  as  described  by  Delteil. 

Undescribed  4th  state,  intermediate  between  Delteil’s  3rd  and 
4 th  states  : — 

With  certain  lettering  added,  e.g.  : — ‘‘  Oualites,  homines, 
memoire,”  but  before  the  centre  of  the  plate  was  cut  out 
to  make  the  frame. 

(Formerl}^  in  the  Macgeorge  collection  ; dated  ” 10  Fev.  62.”) 
f)th  to  10th  states,  those  described  by  Delteil  as  the  4th  to  9th 
states. 

L.D.  97. — Projet  de  billet  d'action. 

There  are  2 states  now  known. 

1st  state,  as  described  and  reproduced  in  Delteil. 

Plndescribed  2nd  state  : — 

The  black  backgrounds  of  the  panels  in  which  the  numbers 
appear  have  had  line  wh.te  parallel  lines  opened  up  in  them, 
similar  to  those  seen  in  the  panel  in  which  the  number  5 
appears  in  the  reproduction  in  Delteil. 
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(British  Museum.) 


L.D.  98, — Projet  de  billet  d*action. 

There  are  2 states  now  known. 

1st  state,  as  described  and  reproduced  in  Delteil. 

Undescribed  2nd  state  : — 

With  a kind  of  large  white  comma  opened  out  in  the  black 
background  at  the  lower  right  below  the  word  “ France.” 

(British  Museum.) 


L,D,  99, — Petit  Prince  Dito, 

There  are  .3  states  now  known. 

Undescribed  1st  state  : — 

The  title  reads  ‘‘  Petit  ITince  Dito  ” (Bal  de  N^-’  Cal). 

The  verses  run  : — ” Je  suis  enfant  de  la  . . . petit  cheval.’’ 
Beneath  the  verses,  in  one  line,  is  the  inscription,  ” C.M_ 
f't  1864.  Pierron  imp.  r.  Montfaucon  7.” 

(Formerly  in  the  Macgeorge  collection.) 
2nd  state  (reproduced  in  Delteil)  : — 

The  verses  now  read  ” Je  suis  1’  fils  de  la  . . , vaillant 
cheval  ! (bis).” 

(Formerly  in  the  INIacgeorge  collection,  with  MS.  note  by 
Pierron.) 

Undescribed  3rd  state  : — 

With  ” Rochoux,  Quai  de  I’liorloge,  19  ” in  the  centre 
below  Meryon’s  name. 

(Formerly  in  Major  J.  H.  W.  Rennie’s  collection.) 
(See  also  the  proof  from  the  destroyed  plate,  in  the  British 
Museum.’) 

L,D,  101 , — Rebus  : Beranger, 

There  are  4 states  now  known. 

The  1st  and  2nd  states,  are  as  described  by  Delteil. 

Undescribed  3rd  state. 

With  the  names  and  addresses  of  the  artist,  printer  and 
publisher.  Still  with  the  word  ” Ber  ” following  the  word 
” Appelle  ” in  the  verse  at  the  top.  (British  Museum.) 

Undescribed  4th  state  : — 

The  word  ‘‘  Ber  ” removed. 

(Formerly  in  the  Macgeorge  collection.  It  was  sent  by 
Meryon  to  M.  Niel  with  a note  dated  ” 15  Fev.”) 
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ERRATA  IN  M.  DELTEIL^S  MERYON  CATALOGUE 


L.D.  12. — La  Riviere  de  Seine  et  V Angle  du  MaiU  d 
Paris. 

In  the  description  of  the  2nd  state,  for  “ CH.  M,”  read  “ C.  M.” 

L.D.  13. — Galiot  de  Jean  de  Vyl  de  Rotterdam. 

M.  Delteil  appears  to  be  in  error  in  stating  that  the  house  on 
the  cliff  is  not  yet  introduced  in  the  1st  state,  for  in  the 
Macgeorge  impression  of  that  state,  which  M.  Delteil  had 
presumably  not  seen,  it  is  just  faintly  visible. 

L.D.  23. — Le  Stryge. 

In  the  description  of  the  Sth  state,  read  “ au  dessus  du  titre,” 
instead  of  “ sous  le  titre.” 

L.D.  24. — Le  Petit  Pont. 

In  the  Macgeorge  and  British  Museum  impressions  of  the 
1st  state,  the  vice-mark  and  the  ‘‘  essais  de  pointe  ” (test- 
scratches  with  the  etching  needle)  in  the  margin  at  the  foot  of 
the  plate  are  already  visible.  M.  Delteil  describes  them 
apparently  as  appearing  for  the  first  time  in  the  3rd  state. 

In  the  description  of  the  3rd  state,  read  ” en  H.  a D.,”  instead 
of  ‘‘  en  H.  a G.” 

L.D.  29.—Tourelle  de  la  Rue  de  la  Tixeranderie. 

The  Burty  Catalogue  number  of  this  plate  is  43,  and  not  44. 

L.D.  33. — Le  Pont-Neuf. 

The  last  two  lines  of  the  verses  should  read  : 

‘‘  De  nous  pourquoi  ne  faire 
Comme  du  pout  de  pierre.” 

and  not  as  given  by  Delteil. 

This  is  confirmed  also  by  the  fact  that  Mr.  Macgeorge  had  a 
drawing  of  this  same  subject,  below  which  were  pencilled 
similar  verses  ending  as  above. 

L.D.  36. — La  Morgue. 

In  the  description  of  the  5th  state,  for  ‘‘  La  Morgue,  1860  ” read 
‘‘La  Morgue  1850.” 
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L,D,  38. — UAhside  de  Notre-Dame  de  Paris. 

In  the  description  of  the  pencil  inscription  on  the  Si'd  state  in 
the  British  INIuseum  read  “ O toi  ” instead  of  “ O fin.” 

L.D.  41 . — Tourelle,  rue  de  VEcole  de  Medicine. 

In  the  description  of  the  8th  state  the  name  of  the  street 
should  be  given  as  ‘‘  Ecole  de  Medicine  ” (not  ‘‘  Ecole- 
de-Medicine  ”). 

L.D.  71 . — Etat  de  la  Petite  Colonie  Frangaise. 

The  reproduction  in  Deltcil  is  of  his  5th  state  (not  4th  state). 

L.D.  73. — San  Francisco. 

Etched  on  steel.  {Vide  Burty  & Huish’s  ” Mcryon.”) 

L.D.  76. — Edmond  de  Courtives. 

The  reproduction  in  Delteil  is  reversed.  The  head  should  face 
towards  the  right. 

NOTES  AND  ADDENDA  TO  M.  DELTEIL'S  MERYON 
CATALOGUE 

L.D.  17a. — Charles  Meryon^  par  F.  Bracquemond. 

The  three  states  may  be  more  closely  described  thus  : — 
1st  state.  149  x 100  mm. 

Before  the  verse  below  the  medallion,  but  with  the  initials 
B in  the  upper  left  corner  of  the  plate, 
a C.M. 

5 or  6 proofs  only,  each  printed  by  Meryon  himself. 

(British  Museum.) 

2nd  state.  Reduced  to  120  x88  mm. 

A quatrain,  the  date,  and  Meryon’s  address,  all  etched  by 
Meryon  himself,  have  been  added  below  the  medallion. 

The  initials  B at  upper  left  are  removed. 
kCM. 

About  50  proofs  were  printed.  They  were  issued  as  a frontis- 
piece to  the  first  50  copies  of  the  set  of  ” Eaux-fortes  sur 
Paris.” 

3rd  state.  Eurther  reduced  to  102  x88  mm. 

The  verse  is  removed. 

The  letters  B.  a C.M.  now  appear  at  the  lower  left,  and 
towards  the  lower  right  is  ” Imp.  A.  Delatre,  rue  N^.  St. 
Etienne-du-Mont,  N".  26.” 
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MERYON.  L’Abside  de  Notre-Dame  de  Paris  (detail) 

L.D.  38.  Inscription  on  margin  of  state.  British  Museum 
Size  of  the  original  etching  (portion  reproduced),  4|- X 7|  inches 


L,D.  20, — Qu'ame  pure  gemisse. 

Oil  the  ^Nlacgeorge  impression  of  the  1st  state,  numbers  had  been 
pencilled  in  the  left  margin  at  tlie  head  of  certain  lines,  doubt- 
less to  indicate  an  improvement  in  the  arrangement  of  these 
lines  which  IMeryon  had  the  idea  of  effecting  in  a subsequent 
state  : — 

(3)  I.e  mechant  animal. 

(4)  Origine  du  mal. 

(2)  A choisi  domicile. 

(1)  En  notre  bonne  villc. 

L,D,  22* — Fluctuat  nec  mergitur. 

The  Macgcorge  impression  was  printed  on  vellum  and  bore  a 
pencil  inscription  : “ Epreuve  unique  sur  velin.  litat  uni(]ue.” 


L,D,  30, — Saint-Etienne-du-Mont, 

The  plate  measurements  of  the  copy  described  by  IDelteil  are 
282  x173  mm.  The  actual  work  does  not  occupy  the  whole 
of  the  plate. 

L,D,  31, — La  Pompe  Notre-Dame, 

Mr.  Maegeorge  possessed  an  impression,  apparently  of  the  7th 
state,  bearing  an  inscription  “ Avant  le  tirage  })our  I’Artiste.” 
It  was  without  the  lettered  title  and  without  Meryon’s  name 
and  address,  but  most  likely  this  lettering  had  been  obscured 
during  the  printing.  T hesitate,  therefore,  to  describe  this  as 
an  intermediate  state  between  Delteil’s  6th  and  7th  states,  but 
I wish  to  record  it  for  future  reference. 

L,D,  32, — La  Petite  Pompe, 

The  descriptions  may  be  amplified  as  follows  : — 

1st  state.  The  corners  of  the  plate  are  ([uite  sharp. 

(British  Museum.) 

2nd  state.  The  corners  arc  rounded. 

(British  Museum.) 

L,D,  33, — Le  Pont  Neuf, 

The  description  of  the  4th  state  may  be  amplified  as  follows  : — 

The  work  is  completed  ; the  smoke,  the  sky  and  the  birds 
having  been  added.  Still  before  all  letters  however. 
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L.D.  36. — La  Morgue. 

In  the  1st  state  the  figures  of  the  woman,  the  girl  and  the  gen- 
darme are  almost  white. 

In  Mr.  Macgeorge’s  impression  of  the  2nd  state,  the  smoke  of 
the  chimney  on  the  right  seemed  less  black  than  that  in  the 
reproduction  in  the  Delteil  catalogue.  It  may  have  been  only 
a difference  of  inking,  but  without  seeing  the  actual  proofs  side 
by  side  it  is  impossible  to  say. 

In  the  3rd  state  the  border  line  is  reinforced. 

L.D.  42. — Rue  des  Chantres. 

The  descriptions  of  Delteil’s  3rd  and  4th  states  may  be  ampli- 
fied as  follows  : — 

DelteiVs  Srd  state. 

With  the  bells  at  the  top  of  the  plate  and  with  the  initials 
J.  B.  on  the  device  between  them.  Before  the  title,  etc. 
Instead  of  a weathercock  on  the  spire  there  is  a dolphin. 
The  man  on  the  roof  left  of  spire  now  carries  a stick. 

Delteil’s  4th  state. 

With  the  title,  etc.  The  dolphin  is  again  replaced  by  a 
weathercock,  and  the  man  on  the  roof  no  longer  has  a stick. 

L.D.  43.— -College  Henri  IV. 

The  description  of  Delteil’s  8th  state  should  be  amplified  as 
follows  : — 

The  monogram  remains,  but  the  letters  L.N.  and  C.M.  are 
removed. 

L.D.  44. — Bain-froid  Chevrier. 

The  description  of  the  6th  state  should  be  amplified  by  a note  of 
the  verses  which  commence  ; — 

“ Eh,  Old  ! Voila  la  loi.” 

L.D.  45. — Le  Minister e de  la  Marine. 

4'he  1st  state,  formerly  in  the  \Vasset  and  Maegeorge  collections, 
is  now  in  the  British  Museum. 

It  is  dated  " 10.  Jv  1865  ” and  marked  below  “ B Essai.” 

Mr.  Macgeorge’s  impression  of  the  2nd  state  was  dated  “18 
fevr.  65,’’  and  bore  Messrs.  Dowdeswell’s  stamp  on  the  reverse. 
Mr.  Macgeorge’s  impression  of  the  3rd  state  was  dated  “ 9 Mai 
1865.  C.M.  epreuve  etat,’’  and  came  from  the  Thibaudeau 
collection. 
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MERYON,  Le  Ministere  de  la  Marine 
L.D.  45.  1st  state.  British  Museum 
Size  of  the  original  etching,  61  X sf  inches 
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L.D.  48. — La  Salle  des  Pas-Perdus. 

In  the  1st  state  the  plate  measures  305x485  mm. 

“ The  etching  was  done  on  y)ewter  and  not  on  copper,  and  the 
plate  has  been  lost  ” (MS.  note  by  4'hibaiideau). 


L.D.  50—Passerelle  du  Pont-au- Change. 

Mr.  Maegeorge  possessed  the  original  drawing  by  Della  Bella 
from  which  this  etching  was  done. 


L.D.  5/. — Partie  de  la  Cite. 

It  is  possible  that  the  first  two  states  described  by  Delteil 
ought  to  be  reversed,  for  the  Maegeorge  impression  of  the  so- 
called  2nd  state,  from  the  Wasset  collection,  bore  a marginal 
note  by  Meryon  : “ Premiere  pensee,  essai  de  I’eau-forte  pure.” 

In  the  4th  state  the  border  line  is  completed. 

A proof  of  the  7th  state,  formerly  in  Major  J.  H.  W.  Rennie’s 
collection,  bore  a pencil  note  on  the  reverse  : ” 26  avril  1861, 
epreuve  avant  la  lettre.” 


L.D.  53. — UAncien  Louvre. 

The  Maegeorge  impression  of  the  1st  state  is  now  in  the  British 
Museum.  It  bears  a pencil  inscription  similar  to  that  on  the 
Gerbeau  impression  reproduced  in  Delteil  : — ‘‘  Epreuve 
naturelle  27  aofit  65  (C.M.),”  but  in  the  Maegeorge  impression 
this  inscription  is  preceded  by  the  figure  (2)  which  seems  to 
indicate  that  the  impression  was  the  second  printed.  The  full 
original  measurements  of  the  plate  are  unobtainable  as  the 
impression  is  cut  within  the  plate-mark. 

The  Maegeorge  impressions  of  the  2nd  and  3rd  states  measured 
194x269  mm.  The  impression  of  the  3rd  state  was  dated 
‘‘  8 Janvier  1866  (2).” 

In  the  5th  state  the  plate  measures  165x269  mm.  The  plate 
must  therefore  have  been  reduced,  either  in  this  or  the  pre- 
ceding state. 

L.D.  55. — Rue  des  Toiles  a Bourges. 

Delteil ’s  descriptions  of  the  following  states  should  be  modified 
and  amplified  as  follows  : — 
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Delteil’s  1st  state  (now  2nd  state). 

Reduced  to  212  x 119  mm. 

With  the  date  on  the  chimney,  and  with  the  dog,  but  before 
Meryon’s  name  and  address  in  the  lower  margin. 

Delteil’s  2)id  state  (now  3rd  state). 

With  Meryon’s  name  and  address  and  tlie  date  in  the  lower 
margin. 

Delteil’s  3vd  state  (now  4th  state). 

Still  with  the  dog,  but  the  date  on  the  chimney  is  half-effaced 
and  Meryon’s  name  and  address  have  a line  scored  through 
them. 

There  is  no  border  line  at  the  top  yet. 

The  COPY  described  by  Wedmore  in  1879,  was  in  the  Macgeorge 
collection  and  measured  300x185  mm. 


L,D.  56, — Ancienne  habitation  a Bourges, 

In  the  1st  state  the  plate  measures  277  x 149  mm. 

In  the  2nd  state  a sky  composed  of  interrupted  horizontal  lines 
is  added. 

On  the  British  Museum  proof  of  this  state,  Meryon  has  written 
in  ink  : — “ Vieillc  maison  a Bourges,  c’est  a peu-pres  le  dernier 
etat.  C.M.” 

The  3rd  state  is  but  a little  further  advanced  than  the  2nd  state, 
but  is  reduced  to  242  x 140  mm. 

In  the  4th  state  the  houses  in  the  distance  at  the  right  are 
completed. 

Mr.  Macgeorge  possessed  the  original  drawing  for  this  etching 
which  Meryon  made  on  the  spot  and  gave  to  M.  Kiel.  The 
British  Museum  possesses  another  drawing  of  this  same  street, 
seen  from  a different  angle. 


L,D,  61 , — Entree  da  Convent  a Athenes, 

The  1st  state  is  before  the  border  line  was  reinforced. 

(British  Museum.) 
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L.D.  65. — Tete  de  Chien. 

In  the  1st  state  the  plate  has  no  bevel.  (The  British  Museum 
impression  from  the  Burty  collection  bears  a pencil  note  by 
Burty  : “ grave  sur  aluminium.  Oct.  60.'’) 

In  the  2nd  state  the  plate  is  bevelled. 

(The  Macgeorge  impression  was  dated  “ 14  Juin”) 

Mr.  Macgeorge  also  possessed  a reproduction  of  this  plate 
(from  the  De  Salicis  collection  ?),  presumably  that  for  Foley’s 
book  “ Quatre  annees  en  Oceanie.”  It  had  Meryon’s  mono- 
gram in  the  centre  below  the  dog’s  head,  and  it  would  be 
interesting  to  know  if  this  monogram  exists  only  on  this  re- 
production or  whether  a hitherto  unknown  3rd  state  of  the 
original  plate  exists,  with  this  monogram  added,  from  which 
the  reproduction  was  made. 


L.D.  67. — Grande  Case  Indigene. 

Mr.  Macgeorge  possessed  several  impressions  of  the  4th  state 
which  appeared  to  differ  slightly  on  the  right.  In  the  earliest 
of  them  there  was  a black  patch  or  acid-stain  near  the  right 
plate-edge,  which  had  disappeared  in  the  later  impressions. 


L.D.  68. — Oceankf  Peche  aux  Palmes. 

The  measurements  given  by  Delteil  are  those  of  the  actual 
work  only.  The  original  measurements  of  the  plate,  in  the 
1st  state,  are  unobtainable  (unless  from  Mr.  Howard  Mansfield’s 
impression),  as  the  Macgeorge  impression  was  cut  within  the 
plate-mark.  Approximately  they  were  139x338  mm. 

In  the  2nd  state,  the  sky  is  composed  chiefly  of  horizontal  lines. 

In  the  Srd  state,  the  border-line  at  the  top  is  completed  and 
reinforced. 


L.D.  69 .—Presqu* He  de  Banks. 

d'he  full  measurements  of  the  plate,  including  the  bevel,  are 
157x332  mm.  The  measurements  given  by  Delteil  are  those 
to  the  border-line  only. 


L.D.  71 . — Etat  de  la  Petite  Colonie  Frangaise. 

The  plate  measures  140x152  mm.  The  measurements  given 
by  Delteil  are  those  to  the  border-line  only. 
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L.D.  72. — La  Chaumiere  du  Colon. 

In  the  1st  state,  the  mountains  are  white. 


(British  Museum), 


In  the  2nd  state,  the  mountains  are  shaded. 

(British  Museum). 


L.D.  73. — San  Francisco. 

In  Mr.  Macgeorge’s  impression  of  the  3)'d  state,  one  of  the 
medallions  had  been  scratched  out.  The  impression  bore  the 
etched  title  and  the  small  letters  J.  B.  B.  and  A.  P.  alongside 
the  medallions,  but  no  other  lettering. 

On  i\Ir.  Macgeorge’s  impression  of  the  4th  state,  the  following 
lettering  also  appeared  : — 

In  margin  at  lower  left  : — C.  ]\1.  del  sculp,  Paris,  1856. 

Do.  lower  right  ; — A.  I^elatre  imp.  Rue  F'’^) 

Poissonniere  145. 

The  letters  J.  B.  B.  and  A.  P.  appear  on  two  shields  on  the 
scroll  held  by  the  reclining  figures. 


L.D.  80. — Rene  de  Burdigale. 

The  British  Museum  impression  of  the  1st  state,  is  dated  “ 25 
Jni.” 

The  Macgeorge  impression  of  the  2nd  state  was  dated  “ .60 
Juillet.”  It  had  the  tablet  enclosing  the  etched  date,  but  the 
margins  were  still  uncleaned  as  in  the  1st  state. 

In  the  Macgeorge  impression  of  the  Srd  state,  the  work  was 
nearly  completed  and  the  margins  had  been  cleaned.  In  the 
oval  border  the  ornament  composed  of  a chain  of  tiny  ovals 
now  first  appeared. 


L.D.  81. — Pierre  Nivelle. 

The  British  Museum  impression  of  the  5th  state  is  dated  “ 26 

Sbre  ” 

I have  reason  to  believe  there  was  in  the  Macgeorge  collectioii 
an  undescribed  intermediate  state  between  Delteil’s  2nd  and 
3rd  states,  making  his  3rd  to  6th  states  the  4th  to  7th  re- 
spectively, but  I have  unfortunately  preserved  no  definite 
note  of  it.  It  came  originally  from  the  Burty  collection. 
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L,D.  83. — L.  J -Marie  BizeuL 

Delteil’s  description  of  the  3rd  state,  based  on  the  2nd  state 
described  in  Messrs.  Burty  & Huish’s  catalogue,  may  be 
amplified  as  follows  : — 

With  the  border-line  at  the  sides  and  bottom  of  the  plate, 
and  with  some  barin  strokes  extending  beyond  the  border- 
line into  the  margin,  at  the  left,  near  the  shoulder. 

(The  Macgeorge  impression  was  dated  “ 25  Nov.”) 

L.D.  84. — Th.  Agrippa  D^Auhigne. 

In  the  3rd  state,  in  the  British  Museum,  the  plate  measures 
123  X 103  mm. 

L.D.  85. — Benjamin  Fillon. 

Mr.  Macgeorge’s  impression  of  the  3rd  state  was  dated  ‘‘15 
Mai,  62.” 

One  of  Mr.  Macgeorge’s  impressions  appeared  to  be  an  inter- 
mediate state  between  Delteil’s  3rd  and  4th  states,  making 
his  4th  and  5th  states,  the  5th  and  6th.  It  seemed  also  to 
necessitate  Delteil’s  two  final  states  being  reversed,  and  in 
that  case  the  description  of  the  last  three  states  would  be  as 
follows  : — ■ 

Undescribed  4th  state  : — ■ 

With  the  full  lettering  in  the  lower  margin  and  with  the 
inscription — ” C.  M.  sc,  d’apres  ime  photographic,  62  ” — 
running  up  alongside  the  border-line  at  the  left. 

(Formerly  in  the  Macgeorge  collection.) 

5th  state  (Delteil’s  5th  state).  The  inscription  ” C.M.  sc.,” 
etc.,  at  the  left,  is  removed  (reproduced  in  Delteil). 

(>th  state  (Delteil’s  4th  .state).  The  lettering  in  the  lower 
margin  removed. 

L.D.  88. — Vers  a Eugene  Blery. 

On  the  margin  of  Mr.  Macgeorge’s  impression  was  written 
beau  pour  doux  ” — apparently  an  indication  of  an  alteration 
which  Meryon  thought  of  effecting  in  the  12th  line. 

L.D.  91 . — La  Loi  Lunaire  {1st  plate). 

Mr.  Macgeorge’s  impression  of  the  new  2nd  state  was  retouched 
with  water-colours.  So  was  one  of  his  proofs  of  the  3rd  state. 
The  other  came  from  the  Burty  collection. 
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L.Z)»  92. — La  Loi  Lunaire  {2nd  plate). 

Mr.  Macgeorge’s  two  impressions  of  the  1st  state  were  dated 
“ 4 Sept.  1866.”  From  these  it  was  apparent  that  the  etching 
had  been  done  in  the  upper  right-hand  corner  of  a larger 
plate  ; but  as  the  impressions  had  been  cut  within  the  plate- 
mark  the  exact  original  measurements  of  this  plate  could 
not  be  ascertained. 

Mr.  Macgeorge’s  impression  of  Delteil’s  2nd  state  (the  new 
3rd),  was  dated  ” 19  Sept>’''e,”  and  that  of  the  3rd  state  (the 
new  4th),  ‘‘  29  Sept^re,  66.” 

L.D.  93. — La  Loi  Solaire. 

Mr.  Macgeorge  had  two  impressions  of  this,  in  each  of  which 
only  a portion  of  the  lettering  had  been  inked.  The  two 
impressions  were  complementary,  their  joint  lettering  making 
up  the  total  lettering  seen  in  the  reproduction  in  Delteil. 

L.D.  95. — Projet  d*encadrement. 

Mr.  Macgeorge’s  impression  of  the  Isi  state  was  retouched 
with  pencil  and  was  dated  ” 24  J (anv)  62.” 

The  British  INIuseum  impression  of  the  1st  state  is  dated  ” 24 
Jv.  63.” 

The  British  Museum  impression  of  the  3t'd  state  is  dated  ‘‘  7 
fev.  63,”  and  came  from  the  Burty  collection.  The  words 
Grande  orgie  ” are  in  dry-point. 

The  British  Museum  impression  of  the  new  6th  state  (Delteil’s 
5th  state)  is  dated  ”21  h'ev.  63  ” and  came  from  the  Burty 
collection. 

The  British  Museum  impression  of  the  new  7th  state  (Delteil’s 
6th  state)  is  dated  ” 4 Mars  62  ” and  came  from  the  Burty 
collection. 

In  the  new  8th  state  (Delteil’s  7th  state)  some  of  the  titles  near 
the  top  are  changed  : — ” Irreverence,  Bestialite,”  etc. 

L.D.  100. — Rebus  {*'  Ci-g't,*'  etc.). 

IMr.  Macgeorge’s  impression  of  the  2nd  state  was  originally 
sent  by  Meryon  to  M.  Niel  on  Jan.  1st,  1863,  with  the  solution 
of  the  riddle  written  upon  the  reverse  of  the  print. 

L.D.  102. — Rebus  : Moray. 

Mr.  Macgeorge’s  impression  of  the  2nd  state  bore  a dedication  : — 
” A Mademoiselle  G.  N.  (Niel).  Rebus.  Pent  y toucher  a 
tous  risques  Qui  I’osc  ? p.p.p.  en  mon  oeuvre  . . . C.  M.  P. 
25  aout  1866.” 
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GEORGE  CLAUSEN.  Filling  Sacks.  Etching 
Size  of  original  plate,  iiiXgJ  inches 
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THE  ETCHINGS  AND  LITHOGRAPHS  OF 
GEORGE  CLAUSEN,  R.A, 


By  frank  GIBSON 

EORGE  CLAUSEN  is  chiefly  known  to  the 
general  public  as  a painter  of  pastorals,  of  an 
occasional  portrait,  and^  when  war  came,  of 
some  imaginative  work.  But  very  few  know 
him  as  an  etcher,  or  as  a lithographer,  yet  he  has  etched 
thirty  plates,  and  has  drawn  a dozen  or  more  litliographs, 
which  any  one  who  takes  an  interest  in  his  work  should 
not  omit  to  see.  For  most  of  these  have  the  good 
qualities  of  his  painting.  They  show  his  sense  of  design, 
his  power  of  draughtsmanship,  and  his  grasp  of  character. 

Some  years  ago  it  was  stated  by  a writer  in  his  survey 
of  modern  English  painting  that  Clausen  was  the  true 
successor  of  Millet.  In  his  early  days  he  certainly  was 
influenced  by  two  French  artists.  First  Bastien-Lepage 
was  a real  attraction,  then  the  principles  and  example 
of  Millet  prevailed.  But  his  art^  as  we  know  it  now,  is  so 
personal  and  individual,  that  it  is  clear  that  these  two 
former  influences  were  only  a passing  phase  in  his  artistic 
progress.  He  was  one  of  that  band  of  clever  students, 
Greiffenhagen,  Frederick  Brown,  La  Thangue,  Tuke, 
and  others  who  have  since  merited  and  gained  fame  and 
success  in  art.  His  art  education  commenced  at  the 
South  Kensington  Schools.  Here  the  winning  of  a gold 
medal,  and  a travelling  scholarship,  greatly  encouraged 
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him.  There  followed  a little  teaching  from  Edwin  Long, 
who  advised  him  to  travel.  Then  came  visits  and 
serious  study  in  Belgium  and  Holland.  In  the  latter 
country  he  found  the  motive  for  the  first  painting  he 
showed  at  the  Royal  Academy  in  1876,  High  Mass 
at  a Fishing  Village  in  the  Zuyder  Zee,  and  similar 
subjects  followed.  But  one  day  it  struck  him  that 
his  true  metier  lay  amongst  the  peasant  life  of  his  own 
country. 

In  1881  he  married,  and  went  to  live  at  Cookham 
Dene,  where  his  first  etchings  were  done.  Later  he  went 
to  live  at  Widdington  in  Essex,  where  he  had  for  a 
neighbour  and  friend,  Mark  Eisher,  the  landscape 
painter.  Here  for  several  years  he  worked,  at  first 
having  Bastien  Lepage,  and  later.  Millet,  in  his  mind, 
but  most  of  all  with  Nature  about  him.  He  became  the 
real  Clausen,  and  year  after  year  he  gave  us  on  the  walls 
of  the  Academy,  and  at  a few  of  the  early  exhibitions  of 
the  New  English  Art  Club,  such  pastorals  as  Ploughing, 
The  Old  Woodman,  The  Little  Haymakers,  The  End  of  a 
Winter’s  Day,  and  Evensong,  a series  of  works  that  cul- 
minated in  The  Girl  at  the  Gate,  a canvas  bought  by  the 
Chantrey  Bequest  Trustees,  and  which  now  hangs  in  the 
Tate  Gallery.  After  this  followed  such  subjects  as  The 
Golden  Barn,  Going  to  W ork,  or  one  of  the  most  beautiful 
and  complete  of  his  rural  pieces,  Sons  of  the  Soil,  with  its 
fine  natural  and  rhythmical  action  of  the  figures  against 
the  gleaming  landscape.  Another  beautiful  work,  The 
Potato  Patch,  October  Twilight,  has  sincerity  and  deeply 
felt  beauty  which  would  have  surely  pleased  Millet  if  he 
had  seen  it.  These  and  many  other  pastorals  which  he 
lias  done  proclaim  Clausen  to  be  a true  Virgilian  painter 
of  English  country  life. 
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It  has  been  necessary  to  enlarge  somewhat  on  Clausen’s 
paintings  because  his  etchings  and  lithographs  have 
much  in  keeping  with  them,  though,  of  course,  they  are 
not  mere  reproductions  of  the  pictures.  They  can  be 
grouped  as  follows  : — Types  of  country  people  and  their 
occupations.  Pure  landscapes.  A series  of  six  industrial 
subjects  connected  with  the  Great  War.  And,  hnally, 
one  or  two  imaginative  conceptions.  The  hrst  two 
classes  predominate. 

His  first  etching  dates  from  1884,  when  he  was  living 
at  Cookham  Dene.  It  is  very  similar  to  the  painting. 
The  End  of  a Winter’s  Day,  and  is  called  Going  Home ; 
there  are  different  states  of  it.  The  first  is  the  simple 
etching.  The  second  where  the  plate  has  been  re-bitten. 
The  third  state  is  a combination  of  etching  and  mezzotint. 
The  second  state  is  the  most  successful  pictorially,  and 
the  most  desirable  from  that  point  of  view.  The  artist’s 
next  essay  was  a pure  mezzotint,  perhaps  a reproduction 
from  his  painting  The  Old  Woodman.  An  excellent 
translation,  and  a good  piece  of  character  drawing.  The 
next  plate  shows  a more  difficult  subject,  a group  of 
village  “ waits.”  A man  holds  a lamp  which  lights  the 
faces  of  two  men  and  five  boys.  The  elusive  flickering 
lamplight  effect  is  well  caught,  and  there  is  some  good 
character  drawing  in  the  men’s  faces,  but  the  plate  is  not 
an  entire  success  in  the  biting.  Number  4 is  a tiny 
plate,  a winter  scene  of  snow-covered  roofs  under  a 
leaden  sky.  This  work  is  delicate  in  treatment,  and  the 
desolateness  of  the  season  is  well  conveyed.  It  might 
have  gained,  perhaps,  by  being  a little  larger  in  size. 

Several  portraits  followed,  chiefly  of  children,  the 
best  of  these  is  Head  of  a Girl,  here  reproduced.  It 
is  engraved  in  mezzotint,  a medium  in  which  Clausen 
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GEORGE  CLAUSEN.  Going' Home.  ExcHiNG'CFirst  State) 
Size  ofcoriginal,  3I-X3  inches 
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GEORGE  CLAUSEN.  Going  Home.  Eiching  and  Mezzotint  (Third  State) 
Size  of  original,  4J  x si  inches 
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was  no  novice,  for  in  addition  to  the  plate  of  The  Old 
Woodman,  he  had  in  1891  engraved  a large  mezzotint 
of  a painting  by  George  Michel  called  The  Mill  at 
Montmartre.  Clausen  was  fond  of  drawing  and  etching 
children,  and  he  had  many  such  as  models  about  him 
at  Widdington. 

A series  of  subjects  that  the  artist  made  his  own  are 
the  numerous  interiors  of  barns.  These  buildings  are 
a feature  in  the  part  of  Essex  where  the  artist  lived  so 
long.  As  granaries  in  a district  where  so  much  corn 
has  been,  and  still  is  grown,  they  are  in  many  cases 
cathedrablike  structures,  their  interiors  built  up  with 
massive  perpendicular  and  cross  beams,  roughly  hewn, 
but  quite  simple  in  construction.  These  large  wooden 
buildings,  clustering  round  the  farmhouses  and  making 
them  appear  like  small  villages  when  one  comes  upon 
them  suddenly,  are  dimly  lit  by  small  windows,  or  when 
their  wide  doors  are  open  display  interesting  effects 
of  light  and  shadow  which  would  naturally  appeal  to 
an  artist  like  Clausen.  They  formed  motives  for  many 
paintings  and  drawings.  He  also  made  four  etchings 
and  three  lithographs  of  such  themes.  The  Barn  Door 
is  the  first  of  this  kind  of  subject.  It  is  a small  plate 
showing  two  boys  handling  a sack  of  grain  ; one  steadies 
it  to  enable  the  other  to  hoist  it  to  his  shoulder.  The 
movements  of  both  figures  are  well  rendered,  and  the 
design  is  capital.  Two  larger  plates,  Filling  Sacks 
and  Cleaning  Wheat,  have  similar  motives.  The  latter, 
of  which  a reproduction  is  given,  is  the  most  successful. 
Here  the  masses  of  light  and  shadow  are  well  and 
beautifully  balanced.  There  is  much  beauty  in  the 
other  plate  where  two  boys  in  a barn  are  also  engaged 
in  filling  sacks  in  front  of  a wooden  partition  ; above 
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GEORGE  CLAUSEN.  Girl’s  Head.  Mezzotint  (Third  State) 
Size  of  original  plate,  4 ^ X 3I  inches 
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GEORGE  CLAUSEN.  ClaveringIFields.  Etching  (First  State) 
Size  of  original  plate,  6x9  inches 


and  beyond  this  are  seen  the  rafters  and  cross  beams 
of  a roof  superbly  drawn  and  lighted. 

Of  his  etchings  of  pure  landscape  there  are  some 
seven  or  eight  to  study.  Clavering  Fields,  of  which  a 
reproduction  too  is  given,  is  the  most  important.  Night 
effects  have  always  had  an  attraction  for  Mr.  Clausen. 
The  three  etchings  he  has  done  of  this  kind,  namely, 
A Starry  Night,  A Journey  by  Night,  and  Ricks  by 
Moonlight,  are  all  interesting  and  beautiful.  The  first 
is  a souvenir  of  the  wonder  and  beauty  of  the  night, 
and  the  last  is  truly  poetical  in  its  sentiment. 

Lithography  seems  to  be  a congenial  medium  to 
Mr.  Clausen,  and  he  has  used  it  successfully  for  the 
same  subjects  as  his  etchings,  namely,  his  Essex  peasants 
and  their  occupations.  One  of  the  best  of  his  works 
in  this  medium  is  An  Ancient  Barn,  where  the  light 
plays  over  its  old  beams  and  floor  and  on  the  two  boys, 
who  without  a suspicion  of  pose  are  busy  at  their  work 
of  carrying  sacks.  This  print  appeared  in  the  litho- 
graphic magazine,  “ The  Neolith.” 

When  the  War  came  it  inspired  Mr.  Clausen,  as  it 
did  other  artists,  and  the  series  of  six  large  lithographs 
called  Making  Guns  are  all  interesting.  The  Furnace 
is  the  most  impressive  and  successful  of  these.  A 
poster  designed  as  a reminder  of  home  to  passengers 
of  the  Underground  Railway  who  were  serving  their 
country  abroad,  and  drawn  for  them  by  Mr.  Clausen, 
is  a charming  bit  of  landscape  design  in  lithography. 

Summing  up  Mr.  Clausen’s  work  in  these  two  mediums, 
it  is  apparent  that  he  is  a painter,  for  one  is  struck  by 
the  means  he  uses  to  express  tone,  and  suggests  colour, 
whether  he  uses  the  etched  line,  or  mezzotint,  or  the 
stroke  of  the  lithographic  chalk.  These  prints  are 
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not  only  records  of  the  life  and  occupations  of  the 
English  peasant  of  our  time,  but  they  have  fine  pictorial 
qualities  which  the  student  and  collector  of  etchings 
and  lithographs  can  by  no  means  afford  to  overlook, 
for  they  are  entitled  to  a prominent  place  in  the  history 
of  those  arts. 

CATALOGUE  OF  ETCHINGS  BY  GEORGE  CLAUSEN,  R.A. 

No.  1. — Going  Home. 

A farm  labourer  and  his  boy  walking  along  the  bank  of  a 
stream  bordered  with  pollard  willows  which  show  darkly 
against  a twilight  sky.  The  man  carries  a bundle  of  faggots, 
and  a half-filled  sack  on  his  shoulders,  the  boy  a bundle  and 
stick  on  his  shoulder,  and  billhook  in  his  right  hand.  Signed 
in  left  lower  corner  G.  Clausen,  1884. 

3f  X3. 

Three  States. 

I.  Unfinished  and  light  in  effect ; signed. 

II.  Rebitten.  Clouds  added  to  sky,  more  work  and  tone 
added  ; signed. 

III.  Etching  and  mezzotint.  The  work  has  been  enlarged. 
The  distant  trees  on  the  horizon,  the  water,  and  the  half 
tones  are  rendered  in  mezzotint,  the  willow  trunk  behind 
the  boy  is  altered  into  a tall  stemmed  tree  ; signed. 

41X3P 

No.  2. — The  Artist’s  Book  Plate. 

View  over  a flat  plain  towards  a sky,  across  which  rooks 
are  flying,  and  which  is  lit  by  the  setting  sun.  In  mid- 
distance a man  ploughing  with  a team  of  horses.  A plough 
fills  the  entire  foreground.  Across  the  upper  sky  is  a scroll 
on  which  is  inscribed  the  word  Clausen.  The  whole  design 
is  enclosed  in  a square  frame  which  has  an  ornamental 
border.  On  the  lower  edge  of  this  is  the  motto  Cherchez  la 
Verite,  and  date  1884. 

3x3. 

No.  3.  —An  Old  Shepherd. 

Half  length  of  an  elderly  farm  labourer  wearing  slouch 
hat  and  smock.  His  face  is  in  shadow,  his  left  hand  holds 
an  empty  sack  over  his  shoulder,  and  right  hand  grasps  a 
stick. 

4|  x3f. 
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No.  4. — The  Old  Woodman. 

Half-length  study  of  old  peasant,  three-quarter  face  to 
right,  wearing  soft  hat  and  smock,  he  clasps  a pole  with  his 
right  hand,  and  a billhook  in  his  left.  Signed  on  left  upper 
corner  G.  Clausen. 

Mezzotint.  5x4. 

No.  5. — Carol  Singers. 

A half-length  group  of  three  men  and  five  boys  standing 
in  a half  circle,  their  faces  are  illuminated  by  a lantern 
which  a man  to  extreme  right  holds  up.  Signed  on  lower 
margin  of  plate  G.  Clausen,  1890. 

Size  of  subject,  3|x5|  ; size  of  plate,  4x6. 

Exhibited  Society  of  Twelve,  1905. 

No.  6. — The  Village  Shop  (1890). 

A path  through  an  open  gate  leads  up  to  a cottage 
with  lamplit  windows,  to  which  a woman  walks  passing  out- 
buildings to  her  left,  snow  lies  thickly  on  ground  and  roofs, 
lowering  sky  beyond.  Ensigned. 

Size  of  plate,  3:^x3^  ; size  of  subject,  2f  x2|. 

No.  7. — The  Mill  at  Montmartre,  after  Georges  Michel 
(1890). 

Mezzotint  engraving. 

131x191. 

Six  trial  proofs,  and  100  artist’s  proofs  were  issued. 

No.  8. — Self  Portrait. 

Half  length,  full  face,  head  and  shoulders  against  dark 
background.  Unsigned. 

4fx3i. 

Two  States. 

I.  Coat,  collar,  and  necktie  lightly  etched  in. 

H.  An  impression  in  British  Museum  shows  added  touches 
of  dry-point  on  the  face  ; coat,  collar,  and  necktie 
are  more  defined. 

No.  9. — Girl’s  Head. 

Half  length  of  a young  girl’s  head  in  profile,  and  looking 
up.  Unsigned. 

4fx3|:  mezzotint. 

Three  States. 

I.  The  British  Museum  has  an  impression  that  has  patches 
of  light  behind  top  of  girl’s  head. 

II.  The  British  Museum  has  also  another  where  the  whole 
background  is  light. 

HI.  Another  impression  (an  unfinished  proof)  exists 
where  the  head  and  face  have  a light  background  and 
the  outline  of  throat  and  neck  are  touched  in  with 
dry-point. 
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GEORGE  CLAUSEN.  Rjcks  by  Moonlight.  Mezzotint  and  Dry-point  (First  Slate) 
Size  of  original  plate,  3 X4i  inches 


Xo.  10. — Little  Meg. 

Head  of  a young  girl  looking  over  her  shoulder.  Unsigned. 
4x31. 

Two  States. 

I.  Collar  of  dress  lightly  indicated. 

II.  An  impression  in  British  Museum  has  etched  under- 
neath the  words  : “ With  good  wishes  for  the  New  Year. 
George  Clausen,  1892.” 

No.  11. — Ricks  by  Moonlight  (1894.) 

Moon  rising  in  misty  sky  beyond  corn  ricks  standing  on 
ground  that  gently  slopes  to  left,  stooping  figure  in  fore- 
ground. Signed  lower  left  hand  corner  G.  Clausen. 

3x4^.  Mezzotint  and  dry-point. 

Two  States. 

I.  Rather  lower  in  tone  than  the  second  state. 

II.  Mr.  Campbell  Dodgson  possesses  an  impression  where 
the  moon  has  been  enlarged  with  a halo,  and  additional 
touches  of  dry-point  have  been  added  to  the  base  of  the 
right  hand  rick.  The  shadow  at  the  bottom  of  left  rick 
has  been  deepened  with  mezzotint  and  light  on  figure 
is  heightened. 

No.  12. — Head  of  a Child. 

Half  length  and  full  face,  against  a dark  background,  her 
arms  and  frock  lightly  suggested.  Unsigned. 

4|x3i. 

Two  States. 

I.  In  the  British  Museum  there  is  an  impression  where  the 
background  is  only  partially  etched  in. 

II.  Background  is  complete,  touches  of  dry-point  on  frock. 

No.  13. — Old  Joe. 

Half  length  of  an  elderly  man,  full  face,  iu  full  shadow, 
except  where  the  light  catches  the  left  side  of  his  face  and 
the  old  hat  that  he  wears.  Lhisigned. 

4f  X3i. 

Exhibited  Society  of  Twelve,  1904. 

No.  14. — Roumanian  Girl. 

Half-length  portrait  of  a young  girl  who  faces  the  spectator, 
she  wears  a cap  over  her  braided  hair,  and  holds  in  her 
right  hand  a reel  from  which  a thread  stretches  across  her 
breast.  Unsigned. 

Dry-point.  4fx3^. 

Exhibited  Society  of  Twelve,  1904. 
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GEORGE  CLAUSEN.  A Journey  by  Night.  Etching  and  Mezzotint  (Second  State) 
Size  of  original  plate,  4I  X 6-|-  inches 


No.  15. — The  Barn  Door. 

On  the  threshold  of  an  open  barn  door  a boy  steadies  a 
sack  of  grain  which  a man  is  in  the  act  of  lifting.  In  fore- 
ground, upright  and  cross  beams  and  a pile  of  straw  in 
shadow.  Signed  in  left  lower  corner  G.C. 

6ix4i. 

Xo.  16. XlGHT. 

A half-length  nude  female  figure  with  outstretched  arms 
rising  from  a bank  of  mist,  her  long  floating  hair  is  studded 
with  stars.  Unsigned. 

Etching  and  mezzotint. 

Exhibited  Society  of  Twelve,  1904. 

Xo.  17. — Cottage  Amongst  Trees. 

A thatched  cottage,  with  half  timbered  walls,  and  shed, 
shaded  with  trees  on  ground  which  slopes  gently  to  left, 
man  and  woman  digging  in  front  of  the  house.  Unsigned. 

Exhibited  Society  of  Twelve,  1912. 

An  earlier  state  has  a tree  branch  in  right  hand  upper 

corner. 

Xo.  18. — September  Morning. 

A view  through  an  open  gate,  past  a rick  to  left  and 
under  two  trees  to  a sloping  field,  smaller  rick  to  right  ; 
in  front  of  this  a man  digging.  Signed  in  lower  left  corner 
G.  C. 

5x7. 

Exhibited  Society  of  Twelve,  1917. 

A Second  state  has  a small  tree  to  extreme  right  behind  the 
small  rick,  the  sun  casts  rays  across  sky  from  the  right. 

Xo.  19. — A Journey  by  Xight. 

A man  leads  up  a slope  a horse  attached  to  a cart  laden 
with  corn,  all  are  silhouetted  against  the  light  which  the 
cart  lantern  casts  behind  them.  Unsigned. 

4Jx6i. 

Exhibited  Society  of  Twelve,  1905. 

States. 

I.  The  whole  lighter  in  tone. 

II.  The  man,  horse  and  cart  are  in  deep  masses  of  shadow 
which  is  produced  by  touches  of  mezzotint. 

Xo.  20. — Rickyard  ; Frosty  Morning. 

Stacks  and  bare  trees  stretch  across  middle  distance.  In 
foreground  to  left  bare  pollard  willow.  Signed  in  lower 
left  corner  G.  C. 

5x7. 
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Si  cites. 

I.  Xo  work  on  sky,  and  shadows  very  dark. 

II.  Tones  added  to  sky,  tree  trunk  to  left,  and  shadows  on 
ricks  lighter  in  tone. 

Xo.  21. — Gleaners. 

Half  length  of  two  women  ; the  one  to  left^  bare  headed, 
carries  a sack  on  her  left  shoulder  which  she  holds  in  its 
place  with  her  right  hand.  The  other  to  the  right  wears  a 
broad  brimmed  hat  and  carries  a sack  on  her  back,  the 
end  of  which  she  holds  in  both  hands.  Signed  in  lower  left 
corner  G.  C. 

5x7.  One  impression  only. 

Xo.  22. — B.\rns. 

Thatched  buildings  with  white  walls  against  a twilight  sky, 
a man  to  left  walks  past  with  a scythe  on  his  shoulder. 
5x7. 

Three  States. 

I.  First  proof.  ^ ery  broad  in  effect.  One  impression 
only. 

II.  Much  more  detail  added  to  all  parts  of  plate,  the  roof 
to  extreme  right  has  been  altered  and  another  has  been 
put  in  beyond  with  dry-point.  A barrel  has  been  added 
to  left  of  the  pump,  and  all  the  dark  masses  of  shadow 
and  clouds  have  been  lightened.  Signed  lower  right 
corner  G.  Clausen. 

III.  Figure  of  the  man  omitted,  and  spade  and  other 
implements  added.  Shadows  on  roof,  stock  yard,  and 
right  foreground,  strengthened  with  aquatint.  Signed. 

X'o.  23. — A Starrv  X^ight. 

\'ast  expanse  of  sky  studded  with  stars  over  a rickyard 
with  trees  beemnd,  a plough  in  foreground.  Unsigned. 

7x5. 

Exhibited  at  Society  of  Twelve,  1912. 

States. 

I.  Is  lighter  in  tone  generally. 

II.  All  details  much  lower  in  tone,  ladder  against  rick,  and 
plough  in  foreground  hardly  visible. 

X'o.  24. — Propping  a Rick. 

T-wo  men  by  the  side  of  haystack.  One  on  the  left 
steadies  the  prop  whilst  the  other  with  a crowbar  levers  i1 
into  position.  To  the  right  the  stem  of  a tree  and  a distant 
landscape.  Signed  in  left  lower  corner  G.  C. 

6ix5f. 
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GEORGE  CLAUSEN.  Cleani.ng  Wheat.  Eiching 
Size  of  original  plate.  11^X9  inches 
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No.  25. — Girl’s  Head. 

Half-length  portrait  of  a young  girl  in  profile  looking  to 
left,  dark  background  to  left.  Unsigned. 

4Jx3J.  Dry-point. 

No.  26. — A Peep  Through  Trees. 

A view  through  the  gateway  of  a hedge  and  the  stems  of 
two  leafy  trees  over  an  undulating  field  with  ricks.  Signed 
right  hand  corner  G.  Clausen. 

6x9. 

A second  state  shows  more  work  on  the  tree  to  left,  and 
the  hedge  at  its  foot,  and  more  detail  on  the  right  hand  tree, 
and  the  hedge  beyond  it. 

No.  27. — Claverixg  Fields. 

.V  shower  has  passed  to  left  over  undulating  fields  stretch- 
ing to  a distant  ridge  with  windmill  and  cottages  to  left, 
and  a house  amongst  trees  to  right,  a cloud  shadow  stretches 
across  foreground.  Unsigned. 

6x9. 

States. 

T.  The  shadow  in  foreground  very  dark. 

H.  The  shadow  on  ridge  to  left  in  mid  distance  has  more 
work  on  it.  Foreground  shadow  lighter  in  tone. 

Xo.  28. — Cleaning  Wheat. 

The  interior  of  a barn  into  which  sunlight  streams  on  four 
men  from  an  open  door  to  right  : one  to  left  pours  corn 
from  a bucket  into  a sifting  machine,  the  handle  of  which 
is  turned  by  another.  Two  men  to  right  shovel  the  loose 
grain  on  the  floor.  Filled  sacks  are  piled  together  in  fore- 
ground to  right,  at  the  bottom  of  one  is  signature,  G. 
Ctaitsen. 

iiix9. 

Xo.  29. — Filling  Sacks. 

The  interior  of  a barn  which  is  divided  by  a wooden 
partition,  beyond  this  is  seen  the  roof  and  cross  beams.  In 
foreground  to  right  a boy  fills  a sack  which  another  one 
holds  open.  A heap  of  filled  sacks  to  left.  Signed  in 
lower  right  corner  G.  Clausen. 

llix9U 

Xo.  30. — A GROim  of  Trees. 

A shed  to  left,  a bit  of  fence  and  five  trees  whose  stems 
stretch  across  the  foreground  their  foliage  against  a light  sky. 
Unsigned.  Etching  and  mezzotint,  present  state  (1921). 

5x7. 


GEORGE  CLAUSEN.  Hoeing.  Lithograph 
Size  of  original  plate,  lo  X 8 inches 


222 


LITHOGRAPHS  BY  GEORGE  CLAUSEN,  R.A. 


No.  1.  Hoeing. 

A farm  labourer  working  in  a Ireld.  Printed  on  brownish 
and  also  on  white  paper.  Signed  to  right  G.  C. 

10x8. 

Exhibited  at  Lithograph  Exhibition  held  at  P.  Hunthorne’s 
Gallery,  189vS. 

Xo.  2.  --  LIAY  P.\RX. 

A boy  stacking  hay  in  a dimly  lit  barn.  Signed  to  right 
of  the  post  G.  C.  Printed  on  brownish,  also  on  grev  paper. 

14X10L 

Exhibited  at  Society  of  Twelve,  1905. 

X'o.  o.-  The  iMowER. 

Half-length  figure  of  a man  wearing  a broad  brimmed 
hat,  grasping  with  both  hands  the  handles  of  his  scvthe. 
Signed  G.  C.  1898. 

114x8. 

X'o.  4. — A Young  Girl. 

^ Half  length  of  a child  three-quarter  face  to  left.  Signed 
in  left  lower  corner  G.  C.  Printed  in  red. 

104X0. 

Xo.  5. — Study  of  Dr.\ught  Horse. 

Printed  in  brownish  red  on  yellowish  ]iaper.  British 
Museum  has  an  impression  with  words  “ George  Clausen 
to  E.  Cfoulding  1898.” 

74x101. 

Xo.  0.  Re.\pers. 

Two  men  to  left  mowing  a patch  of  standing  corn,  another 
one  to  right  stoops  to  gather  np  a sheaf.  Beyond  is  rising 
moon.  In  a print  at  the  British  Museum  lights  are  scraped 
out  on  the  shirt  of  the  distant  mower,  and  also  on  the 
sheaf  which  the  stooping  man  is  making.  I'nderneath 
this  lithograph  are  the  words  Gouldiug  Imp.  Signed  left 
lower  corner  G.  C. 

74x11.  Printed  in  different  shades  of  brown.  Re- 
produced in  Magazine  nf  Art,  1898. 

Xo.  7. — Girl  Sleeping. 

Half  length  of  a young  girl  lying  down,  her  head  resting 
on  a striped  pillow,  her  left  arm  crossed  and  hand  under 
her  shoulder.  Signed  to  left  G.  C.  Printed  in  brownish 
red. 

74x11. 
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GEORGE  CLAUSEN.  The  Furnace.  Lithograph 
Size  of  original  plate,  i8  X 13I  inches 
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Xo.  8. — Threshers. 

Two  men  in  a dark  barn  which  is  dimly  lit  from  a high 
window.  One  to  left  holds  a stick,  the  other  has  his  back 
turned  to  the  spectator.  Signed,  G.  right  lower  corner. 

10x7.  Printed  in  brownish  red. 

Exhibited  Society  of  Twelve,  1905. 

Xo.  9. — Ax  Axciext  B.\rn. 

The  interior  of  a richly  timbered  barn,  lighted  from  a 
high  window  through  which  rays  of  light  shine,  and  also 
from  a door  to  the  right.  In  foreground  a boy  with  a 
filled  sack  on  his  shoulders  walks  to  left  past  a pile  of  others 
round  a post.  Another  boy  to  left  steadies  a sack.  Signed, 
G.  C.,  right  lower  corner.  Published  in  The  Nenlith,  1907. 

12x9f. 

Xo.  10. — Veere. 

Sketch  of  a church  with  tall  steeple  against  a windy  sky. 
Signed  on  the  left  G.  C. 

6Jx6. 

Published,  with  Xo.  11,  in  “ Sketches  made  on  the  Dut<'h 
Excursion--- July  1906--and  on  other  occasions  by  members 
of  the  Art  Workers’  Guild,”  printed  by  T.  K.  Way,  Feb- 
ruary 1907. 

Xo.  11  — Dutch  Boys. 

One  boy  sits  on  an  iron  rail,  another  stanels  behind  it. 
In  the  background  are  a windmill  anel  a steeple  resembling 
that  of  Veere.  Signed  on  the  lelt  G.  C. 

7Jx6;,h 


The  Great  War 
Britain’s  Efforts  and  leleals. 

.Making  Guns  (a  series  of  six). 

Xo.  12. — (1)  Where  the  Guns  are  AIade. 

\'iew  over  many  roofs  to  a large  circular  buileling  with 
a very  tall  chimney,  other  buildings  and  chimneys  lost 
in  a haze  of  smoke  and  sky  covered  with  large  white  clouds. 
Signed  G.  Clausen,  1917. 

13^X18. 


XM.  13. — (2)  The  Furnace. 

man  stands  behind  a huge  glowing  mass  of  metal, 
which  throws  out  streams  of  flame  and  star-shaped  sparks 
and  swirls  of  smoke.  Signed  G.  Clausen,  1917. 

18xl3J. 
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No.  14. — (3)  The  Gre.\t  Hammer. 

The  huge  machine  fills  the  centre  of  the  compo.sition, 
while  to  the  right  is  a mammoth  crane  and  the  end  of  a 
truck.  Signed  G.  Clausen,  1917. 

131x18. 

Xo.  15.—  (4)  Turning  a Big  Gun. 

The  gun  is  shown  rather  foreshortened  and  mounted  on 
a platform,  on  which  a man  stands  with  a lever.  Signed 
G.  Clausen,  1917. 

131  X 18. 

Xo.  16. — (5)  The  Radial  Crane. 

4'he  base  of  a great  crane  fills  the  centre  of  the  com- 
position and  its  arms  stretch  across  the  upper  part  of  the 
design.  To  the  left  a railed-in  furnace  forms  a dark  mass, 
in  foreground  are  unmounted  guns  and  castings  and  the 
figures  of  three  workmen.  Signed  G.  Clausen,  1917. 
14x18. 

Xo.  17. — (6)  Lifting  an  Inner  Tube. 

At  the  base  of  a huge  crane  seven  men  are  fixing  the 
tackle  suspended  from  a large  pulley  ; the  group  is  lit 
by  a mass  of  light  which  streams  down  from  an  upper 
window'  to  the  left.  Signed  G.  Clausen,  1917. 

18x14. 

Xos.  12-17,  forming  part  of  the  "Efforts,”  printed  in 
black,  w'erc  published  in  1917  by  the  ^Ministry  of  Information 
(200  copies  lor  sale). 


Xo.  18. — The  Reconstruction  of  Belgium. 

Three  men  stand  on  a scaffold.  One  shows  an  archi- 
tectural draw’ing  to  an  older  one,  wdio  looks  at  it  thought- 
fully ; the  third  points  to  the  crowxl  of  men,  w^omen,  and 
children  who  throng  the  street  below'.  Above  them,  on 
a scaffold  to  the  right,  stands  a stonemason,  hammer  and 
chisel  in  hand.  Across  the  street  ruined  buildings,  some 
being  repaired.  Signed  left  lower  corner  G.  Clausen,  1917. 
ITinted  in  grey,  red,  vellow'  and  blue. 

27x17. 

Xo.  2 of  "The  Ideals”  in  the  scries  " The  Great  War  : 
Britain’s  Efforts  and  Ideals,”  published  by  the  Ministry  of 
Information  (200  copies  for  sale). 
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Xo.  19. — Poster  (executed  for  the  Underground  Paihvay). 

A view  of  a village  church  with  square  tower  standing 
in  its  graveyard  ; cottages  to  the  left  of  this,  and  distant 
hills  beyond,  and  a sky  covered  with  white  clouds.  In 
the  foreground  is  a strip  of  green  turf,  and  at  the  foot  of 
a tree  to  the  left  sits  a woman  sewing  and  a child  in  front 
of  her  ; to  the  right,  under  another  tree,  a labourer  reclines 
in  grass.  Signed  left  lower  corner  G.  Clausen.  Printed  in 
black,  blue  and  green. 

On  the  top  of  the  design  is  printed  the  following  : — 
“ The  Underground  Railway  of  I^ondon,  knowing  how 
many  of  their  passengers  are  now  engaged  in  important 
business  in  France,  and  other  parts  of  the  world,  send  out 
this  reminder  of  home.  Thanks  are  due  to  George  Clausen, 
R.A.,  for  the  drawing.” 

Underneath  the  design  is  printed  Rogers’  poem,  ” A 
Wish.”  ^ " . 

30  X 20. 
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Hudson  & Kearns  Ltd. 
London,  S.E.  i 


FRANK  T.  SABIN 

{Established  in  1848) 

172  NEIV  BOND  STREET 

LONDON,  If.  I i 


^ Finest  examples  of  old  English  and 
French  Colour  Prints,  Mezzotints,  etc., 
of  the  18th  Century. 

^ Choice  Paintings  by  Old  Masters. 

^ Original  drawings,  illuminated  manu- 
scripts, miniatures,  and  specially  fine 
and  rare  books. 


172  NEJV  BOND  STREET 

LONDON,  //’.  I 

Only  Address 
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ERNEST  BROWN  & PHILLIPS 

THE  LEICESTER  GALLERIES 
LEICESTER  SQUARE,  LONDON 


Etchings  and  Lithographs 

BY 

THE  BEST  MODERN  ARTISTS 

Muirhead  Bone 

James  McBey 

E.  Blampied 

E.  Garriere 

A.  Raine-Barker 

F.  Buhot 

D.  Y.  Cameron 

M.  Cassatt 

G.  L.  Brockhurst 

Corot 

Vernon  Hill 

Degas 

Lee  Hankey 

Forain 

A.  E. John 

Gaugain 

C.  R.  W.  Nevinson 

A.  Lepere 

C.  H.  Shannon 

Manet 

A.  Legros 

Meryon 

A.  Zorn 

Millet 

D.  S.  MacLaughlan 

Steinlen 

F.  Seymour  Haden 

Toulouse-Lautrec 

J.  M.  Whistler 

G.  Pissarro 

Etc. 

EXHIBITIONS  OF  THE  BEST  MODERN  WORK 


XXXIV 


(3ro8v>enor  (Balleties 


(P.  & D.  COLNAGHI  & CO.) 


51a  new  bond  street,  LONDON,  W.  1 


PAINTINGS  DRAWINGS  ENGRAVINGS 
ETCHINGS  WOODCUTS 
LITHOGRAPHS 

ALWAYS  ON  VIEW 


SATURDAYS  10—4 


DAILY  10—6 


Collectors,  Artists,  and  others  interested  in 
Books  relating  to  the  E'ine  and  Applied  Arts, 
Finely  Illustrated  Books,  etc.,  are  invited  to 
communicate  their  requirements  to 


HENRY  DANIELSON 

64  CHARING  CROSS  ROAD,\V.C.2 


who  also  has  a varied  selection  of  Etchings, 
Lithographs,  and  Original  Drawings  by  dis- 
tinguished Modern  Artists. 

A Special  New  Catalogue  is  in  active  prepara- 
tion, and  will  be  forwarded,  post  free  on 
request. 


XXXV 


XXXVl 


Bernard  Houthakker 

AMSTERDAM 

HOLLAND 


PAINTINGS 

oj  the  Old  Dutch  School 

OLD  DRAWINGS 

of  Dutch  and  Flemish  Masters 

ETCHINGS  & ENGRAVINGS 

B\'  Dutch ^ Etiglish  and  French  Masters 
of  the  i6th,  ijth  and  18//6  Centuries 

CORRliSPONDENCE  INVITED 

332  N.Z:  VOORBURGWAL  Code  in  Use:  ABC,  5th  Ed. 
AMSTERDAM,  HOLLAND  Telegrams  : Houthakker 


xxxvu 


Manuscripts  and  miniatures  from 

the  1 4th  and  15th  Century;  DRAWINGS 
from  the  15th  to  the  18th  Century. 

BULLETIN!.  With  \ 5 Plates. 

French  engraved  portraits.  Two 

hundred  portraits  by  Nanteuil,  Masson,  Edel- 
mck,  Drevet,  etc. 

CATALOGUE  2.  With  8 Plates 
The  above  Catalogues  will  be  sent  on  application  to 

L’ART  ANCIEN  S.A. 

LUGANO,  SWITZERLAND 
: 7 PIAZZA  GIARDINO  : 

A large  stock  of  Old  Engravings,  Bindings,  Incinabula,  Early 
Illustrated  Books  and  Paintings.  Catalogues  constantly  issued. 


B.  F.  Stevens  & Brown 

Jl merican  Library  and  Literary  jdgenis 

beg  to  announce  that  they  are  adding  a FINE  ART 
DEPARTMENT  to  their  Agency  under  expert 
management,  and  are  extending  their  activities 
to  High  Class  Pictures,  Drawings,  Engravings  and 
Works  of  Art  generally,  m addition  to  Rare 
Books,  MSS.,  etc. 

Commissions  Executed  Searches  Made 
Enquiries  Sohcited 


4 TRAFALGAR  SQUARE,  LONDON,  W.C.2. 

Telephone:  5306  G err  aid  Telegrams  and  Cables  : Stebrovens,  London 

New  York  Agents:  Messrs.  Tice  (S'  Lynch,  Inc.  33  Pearl  Street. 
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F.  B.  :?{E.U MAYER 

Book  and  Print  Seller 
70  CHARING  CROSS  ROAD,  LONDON 

Telephone  Gerrard  7813.  W .C  2 

ETCHINGS  AND  LITHOGRAPHS  BY 
MODERN  ARTISTS 

DRAWINGS  BY  THE  OLD  MASTERS 

CHIAOSCUROS 

BOOKS  ON  ART,  ENGLISH  AND  EOREIGN 
Catalogues  post  Gee 


HAM50N' 


PRICE  / 1 . 1 .0 
SIZE  4^X3^ 

ri 

28,  t<.ING  P.ICHARD  ^TRLLJ; COVENTRY, ENG-.. 


XXXIX 


PUBLISHERS  & BOOKSELLERS 


THE  BRICK  ROW  BOOK  SHOP,  INC. 

104  High  Street,  New  Haven,  19  E.  47th  Street,  New  York 

Founded  in  1915  at  the  seat  of  Yale  University  with 
the  intention  of  fostering  a love  for  English  Litera- 
ture among  the  undergraduates,  it  has  commended 
itself  to  Book  Lovers  generally  by  its  liberal  and  enlightened 
policy.  It  carries  on  a general  business  in  old  and  new 
books,  autographs,  prints  and  other  literary  properties.  It 
issues  catalogues  which  it  sends  to  book  lovers  upon  request. 


OVER  200  PRINT  COLLECTORS, 

in  different  parts  of  the  world,  are  already  Collector  Members  of 
THE  PRINT  SOCIETY,  and  having  sent  to  them  at  regular 
intervals  neat  folios  containing  from  30-35  modern  etchings,  to 
study  and  enjoy  in  the  comfort  of  their  homes.  Any  (irrespective 
of  where  they  live)  who  are  interested  in  prints  and  are  not  yet 
members,  are  invited  to  communicate  with  the  Society  for 
further  details. 

THE  PRINT  SOCIETY,  a Society  of  Etchers  & Print  Collectors 

RINGWOOD  : HAMPSHIRE  : ENGLAND 


Now  Ready 

PRINT  PRICES  CURRENT 

A complete  annual  record  of  all  Engravings  and  modern 
Etchings  sold  by  auction  in  London  and  Glasgow, 
alphabetically  arranged  throughout. 

VOLUME  II  (1919-20)  27  shillings 

VOLUME  I (1918-19)  21  shillings  {London  prices  only) 

Specimen  entry : — 

JONES  (J ),  after  Romney  (G.) 

Emm.\  (Lady  Hamilton)  Stipple  Engraving,  /IS:  4:6 

C.  13/1/20 

,,  Printed  in  colours,  /1050.  C.  21/6/20 
,,  Printed,  in  colours,  inscription  cut,  /440.  S.  20/7/20 

F,  L.  WILDER  {of  Messrs,  Sotheb/s  Staff) 

10  FOREST  RISE,  LONDON,  E.  17 
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Old  Engravings 

T.ARGE  SrOCK  OF 

FINE  OLD  COLOUR  PRINTS,  MEZZO- 
TINT PORTRAETS,  NAVAL,  MILITARY 
AND  SPORTING  SUB  JECTS 

Catalogue  of  Fancy  Subjects,  etc.,  on  application. 

DAVIS  BROS. 

Established  1860  'I'el  : Victoria  3377 

17  KING’S  RD.,  CHELSEA,  LONDON,  S.W. 

Engravings  Purchased 


The  MODERN  ADVENTURE 
in  PRINT  COLLECTING 

By  Malcolm  C.  Salaman 

^ This  series  is  indispensable  to  all  interested  in 
Prints,  and,  with  reproducticns,  appears  in: — 

2^oofeman's!  Journal 
S:  Print  Collector 

The  Weekly  for  Book  and  Print  Collectors 

EVERY  FRIDAY,  6d. 

Subscription  Rates  {including  postage  Inland  or  Abroad)  : — 

12  Months — /A  : lo  : 4 6 Months  — 2d.  3 Months — 7s.  yd. 

Address  : — The  Publisher, 

- “ The  Bookman's  Journal  and  Print  Collector,” 

173-4-5,  Fleet  Street,  London,  /S.C.4 


xli 


iimL^  iidL 


The  New 

Independent  Weekly)  Review 

of 

LITERATURE,  MUSIC, 
POLITICS,  ART  and 
INDUSTRY 


CONTRIBUTORS 

Rebecca  West 
H.  Kitchell  Webster 
Rose  Macaulay 
Robert  Lynd 

The  Viscountess  Wolsei.ey 
Clemence  Dane 
Alec  Waugh 
Mary  A.  Hamilton 
Christopher  St.  John 
Stephen  Gwynn,  Etc. 


DIRECTORS 

The  Viscountess  Rhondda 

Dame  Helen  Gwynne-Vaughan, 
D.Sc.,  LL.D. 

Mrs.  Chalmers  Watson,  M.D. 
Miss  Elizabeth  Robins 
Mrs.  Helen  Archdale 
Mrs.  H.  B.  Irving 
Mrs.  D.  R.  Llewellyn 
Mrs.  Mary  Hamilton 


Miss 


Speciuien  copy  free  of 

lUJCKNER  KIRK,  315  W.  24tli  Street, 
New  York  City,  or 

TllK  PLIBUSHER,  “TIME  AND  TIDE,  ’ SS  Eleet 
Street,  London,  E.C.  4. 


SUBSCRIPTION 
4'hree  months,  5/6  ; 


IN  ENGLAND : 

Six  months,  8/9  ; 
Twelve  months,  17^6. 

SUBSCRIPTION  ABROAD  : 

4'hree  months,  $1.50;  Six  months,  |2.25 
Twelve  months,  $4.50. 


“INDISPENSABLE  TO  THE  COLLECTOR” 


The 

Ficlly  Illusti^ated  Catalogue 

of  the 

Etchings  of  Augustus  John 

By  CAMPBELL  DODGSON,  C.Ii.E. 

Keeper  of  Prints  and  Drawings  at  the 
British  Museum 

Price  - 3 0 


THE  CHENIL  GALLERY 

183A  KING’S  ROAD,  CHELSEA,  LONDON,  S.W  3 


BOOKS  ON  PRINTS 

Also  Illustrated  Books  (with  Plates  in  Colour)  by  Powlandson,  Aiken 
Cruickshank,  and  others,  and  Finely  Coloured  Engrav'ugs.  M'c  hold 
one  of  the  finest  stocks  of  Rare  Books  and  First  Editions.  In  our 
various  Departments  there  are  over  1,000,000  volumes  on  every 
conceivable  subject. 

Books  sent  on  approval.  \Vrite  for  Catalogue  399  mentioning  require- 
ments or  interests.  Books  purchased. 

TWO  OF  OUR  OFFERS: 

PENNELL  (Elizabeth  and  Joseph) 

Lithography  and  1 ithographers.  Some  chapters  in  the  history 
of  the  Art,  together  with  descriptions  and  technical  explana- 
tions of  modern  artistic  methods.  Containing  one  lithograph  in 
colour,  seven  photo-lithographs,  seventy-two  half-tone  illus- 
trations. A History  for  Collectors,  a Guide  to  Dealers.  Our 
price  21s..  post  free  inland.  (As  new.) 

RODIN  (Auguste) 

twelve  Aquarelles  by.  Introduction  by  Paul  Gseli,.  Trans- 
lated by  Ronald  Davis.  Georg  Edition  1920.  200  Copies 

only  of  English  J ranslation  issued.  Originals  from  the  Col- 
lections of  E.  Descaves  and  N.  Rauch.  Our  price  £9  9s., 
Carriage  paid  inland. 

W.  G.  FOYLE,  LTD.  (Offer  399) 

121-125  CHARING  CROSS  ROAD,  LONDON,  ENG. 
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The  Fine  Art  Society  Ltd. 

148  New  Bond  Street 
W.  1 

Established  1876 

a 

Publishers  of  the 

Etchings 

of 

Frank  Brangwyn,  R.A. 

Etc.  Etc. 

Etchings,  Paintings  and  Water 
Colours,  Bronze  Statuettes 
by  Leading  Artists 

A fine  selection  of  Etchings  by  the  late 
ANDERS  ZORN 
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J.  M.  DENT  & SONS  LTD 


Towards  a New  Theatre 
By  GORDON  CRAIG 

Sq.  Royal  4to  26s.  net 

With  Forty  Illustrations 

Mr.  Edward  Gordon  Craig  is  both  author  and  designer 
of  this  book—there  are  forty  large  reproductions  of  his 
designs  for  stage  scenes.  To  every  design  he  adds  a page 
of  critical  notes. 

William  Blake — the  Man 
By  CHARLES  GARDNER 

With  Twelve  Reproductions  from  Original 
Drawings.  F’cap  4to.  10s.  6d.  net 

“ Mr.  Gardner’s  book  is  a model  of  condensation  and 
just  appreciation.” — Glasgow  Herald. 

Blake’s  Vision  of  the 
Book  of  Job 
By  JOSEPH  H.  WICKSTEED 

With  Twenty-one  Reproductions  from  the  Original 

Engravings.  Sq.  Medium  8vo.  8s.  6d.  net 

The  author  adds  to  each  illustration  a detailed  inter- 
pretation not  only  of  the  meaning  of  the  drawing  but  also 
of  its  artistic  composition. 


ALDINE  HOUSE,  BEDFORD  ST.,  LONDON,  W.C.2 
GETTY  RESEARCH  INSTITUTE  izzrzr-:- 


3 3125  01359  6727 


